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COMMUNITY BANDS OF KENTUCKY: 
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ABSTRACT 
Community bands in Kentucky, as with many other parts of the United States, represent 
one of a variety of opportunities adults have for continued musical engagement following 
involvement in formalized school music programs. However, little is known about who 
participates in community bands and why. Knowing about these participants could 
inform school music education practices to better facilitate the transition to adult musical 
participation. Therefore, the primary aim of this study was to profile and understand 
Kentucky community band participants, their motivations for continuing their musical 
engagement, the extent of their current musical activity, and their perceptions about 
current and past experiences in band. As a secondary objective, I investigated potential 
links between high school experiences and current participation. The survey instrument 
was designed to answer the following questions:  
1. Who participates in Kentucky community bands? 
2. What patterns may exist in the community band members’ music 
participation? 
3. Why do band members participate and what do they gain? 
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4. In what ways do people feel their high school and community band 
experiences could have been/could be improved? 
5. What insights or advice can community band members share with high school 
directors seeking to facilitate a transition to lifelong music-making for their 
students? 
I incorporated the serious leisure perspective (SLP) and self-determination theory (SDT) 
into the conceptual framework of this study. I used serious leisure typology found in SLP 
to investigate community band members’ participation patterns. I explored band member 
motivation and the fulfillment of the basic needs for autonomy, competence, and 
relatedness through the lens of SDT. The methodology employed included a self-report 
survey that incorporated standardized measures as well as open-ended questions. Surveys 
were received from 218 Kentucky community band members. Results indicated that 
participants tended to be white, upper middle-income individuals with at least one college 
degree. Participants were nearly equally male and female up to age 65 after which point 
male participants outnumbered female participants almost four to one. Participants 
described themselves as dedicated to and serious about their musical activity, and many 
were also involved in musical activities outside of community band (e.g., church music, 
small ensembles). Members were primarily motivated to participate in intrinsic ways with 
personal enjoyment, having a musical or creative outlet, maintaining musical activity or 
skills, and social aspects factoring most prominently among participants’ perceptions of 
the value of community band participation. Participants reported a high degree of both 
basic needs fulfillment and subjective wellbeing as a function of their participation in 
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community band. Several participants felt content with their high school experiences, but 
others indicated that their high school band experiences could have been improved by 
having access to more opportunities (e.g., private lessons, solo and ensemble, 
opportunities outside of school) or by having experienced different situations with regard 
to their director (e.g., personal issues, instruction approaches, turnover). Similarly, there 
were participants completely content with their community band experiences, while 
others suggested that changes to the repertoire, organization and operation, leadership, or 
the playing level and dedication of members would improve their experience. Participants 
shared many suggestions for ways band directors could better connect students with 
opportunities for musical activity after graduation. Among these, providing 
encouragement to participate, supplying information about college and community 
opportunities, modeling adult musical participation, and ensuring a quality high school 
experience factored prominently. Community band has a variety of stakeholders (e.g., 
music educators, adult participants, community band organizers and directors, music 
education organizations, music retailers, government, health care) and the present study 
has implications for each of them. Findings indicating a lack of racial diversity have 
potential implications for current music educators concerned with making music 
instruction appealing and accessible to all students as well as music retailers wishing to 
market their products to a broader demographic. Findings indicating that most band 
members received little information or encouragement from their high school directors 
about continuing in music past graduation suggests potential complicity on the part of 
music educators in the problem of attrition from musical engagement beyond graduation. 
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Correlations between community band participation, psychological needs fulfillment, and 
participant wellbeing have implications for almost every community band stakeholder, 
but certainly for government and health care professionals seeking healthier, happier 
communities. For all stakeholders, the findings of this study provide an initial exploration 
of this population and have implications for future investigation. Future studies into the 
lack of participant sociodemographic diversity, for example, might begin to explain this 
phenomenon. 
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Community Bands of Kentucky: Participation, Engagement, and the Fulfillment of Basic 
Psychological Needs 
CHAPTER 1: INTRODUCTION 
For music education, the problem of attrition from music participation between 
schooling and adulthood could be considered a crisis of relevancy. Can music education, 
for the purpose of self-justification, rely so heavily on what is provided to music students 
in only the incipient years of their lives? What of students’ next 60 years? “One terminal 
goal of music education is to provide opportunities for music students to master music-
making in such a way that will allow them to independently pursue lifelong learning and 
fulfillment” (Cavitt, 2005, p. 42).  
Mantie (2012c) cautioned that “lifelong learning should not be prematurely 
privileged over other possible reasons for...engagement” (p. 34), when considering the 
value of different modes of involvement in musical activity beyond formative school 
experiences. Mantie and Tucker (2008) proffered, instead, a concept of lifelong music 
participation that encompassed many definitions of worthwhile musical engagement over 
a lifetime; a concept akin to, yet perhaps not quite as broad as, the type of activity Small 
(1998) referred to as “musicking.” From another perspective, Lave and Wenger (1991) 
did not view learning and participation as necessarily disparate activities, but argued in 
favor of a “theory of social practice in which learning is viewed as an aspect of all 
activity” (pp. 37-38). 
One can adopt either this lifelong musical learning perspective, a broader view of 
worthwhile musical engagement, or consider alternatives for a desired end of an 
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education in music. But regardless of the perspective, it is clear that there is an 
overwhelming number of music students who cease to pursue any type of musical 
participation after graduation (Boswell, 1992; Bowles, 1999; Myers, Bowles, & Dabback, 
2013). Most music educators would see this as a problem and would expect that any 
conceptualization of a quality music education include some connection between the 
music instruction and activities that are part of school curriculum and either vocational or 
avocational musical engagement as an adult. Without this connection, the value of music 
instruction in schools becomes difficult to support or defend without relying solely on the 
purported non-musical benefits of musical involvement (e.g., social benefits, academic 
benefits, intellectual benefits). 
Fostering adult participation in musical activity is a complex issue. Certainly, 
there are variables at play, externally or internally, that may influence an adult’s desire, 
ability, or choice to continue to participate beyond their musical participation during 
school. A greater understanding of these variables and of how they work, independently 
or in tandem, to support or undermine adults’ choice to participate is vital for music 
educators wishing to facilitate lifelong music participation in their students. 
Community bands were of particular interest in this study as they are the form of 
adult musical engagement most closely resembling school band. I sought in this study to 
understand who was participating in Kentucky’s community bands, what their musical 
activity within and without their community band looked like, how were they motivated 
to maintain musical activity, what they gained from their participation. In a broader 
context, I also sought to understand the role formative musical experiences may have 
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had, if any, in their decision to participate as adult community band members. Finally, I 
sought participant insights into the attrition from musical activity after graduation 
through participant retrospection of their high school band experiences.   
Need for the Study 
Simply put, education is intended to improve the quality of life. Music educators 
recognize the importance of a quality school music program to the quality of 
musical life. Adults provide opportunities for us to evaluate the success of schools 
and our programs, since adults are, in a sense, artifacts of education past. 
(Jellison, 2000) 
In music education research, there is substantial agreement for a view that music 
education should be seen as a lifelong continuum encompassing all the various stages of 
life (Flowers & Murphy, 2001; Myers, 2008a; Jones, 2009). “Envisioning music learning 
as a lifespan endeavor...is consistent with the concept of a learning society” (Myers et al., 
2013, p. 135). The majority of school music students, however, elect to put away their 
instruments and hang up their choir robes upon completion of formal schooling (Boswell, 
1992; Bowles, 1999; Myers et al., 2013). Music education, if conceptualized as a lifespan 
endeavor and objectively assessed, would likely face harsh criticism if the lifespan view 
were more closely considered. Because the kinds of music that high school music 
education comprises are so rarely pursued beyond school, they do not seem appropriate in 
light of its aims. The causes of this disconnect between school and adult or community 
music participation are likely diverse and complex, but the magnitude of the problem 
strongly suggests complacency on the part of music education in regard to a persistent 
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failure to effect transition to adult music-making, especially of a type similar to the 
prevailing school music paradigms.  
In terms of continuity, perhaps the most obvious and direct bridge in terms of 
continuity from school to adult engagement in music are community ensembles that are 
nearly identical in format to what most students experienced in school. Community 
bands, for example, provide a familiar environment of music-making and give people a 
chance to continue using the skills that many of them spent seven years or more 
developing while in school. Ensembles such as these contribute to musical communities, 
an aim of music education suggested by several researchers (Jones, 2009; Jorgensen, 
2002; Myers, 2008b). Further, such ensembles may well open avenues to other, less 
familiar music participation opportunities through the connections people make in these 
ensembles to the broader musical community. If lifelong music participation is to be a 
desired end of music education and school ensemble directors are to change the attitude 
that these ensembles are just an activity or pastime limited to schooling, then it is 
important for ensemble directors, as agents of music education, to realize the influence 
that they have on students’ future participation choices. To address this problem, it is 
important for music educators to focus on developing a better understanding of the 
population that has chosen to continue music participation, on forming stronger 
connections with the greater musical community outside of formal educational situations, 
and on developing strategies to foster transition for music students along a natural 
continuum of musical engagement (Mantie 2012b).  
Current and historical claims made in the interest of music advocacy are varied in 
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their scope (Bassett, 2013; Jorgensen, 1995, 1996; Mark, 2002b), but continuity of 
engagement is an important but neglected focus of music education advocacy. Music 
education advocates have, instead, increasingly looked beyond musical ends as means of 
justifying music’s continued inclusion in school course offerings (Gee, 2002). Such 
attempts at survival within school curricula may well “weaken our sense and valuing of 
[music] in relation to life and of [music] education in relation to learning” (Gee, 2002, p. 
941). It seems, therefore, that one possibility of such a survival mentality and a focus on 
advocacy through non-musical outcomes may be that music educators lose sight of the 
meaningful and lasting impact to an individual’s musical life that should arguably be the 
result of an education in music. In order to affirm a music-for-its-own-sake perspective 
and to provide authentic and meaningful justification for music education, perhaps music 
educators can turn their attention to the divide that exists between formal school music 
instruction and subsequent lifelong participation in music. In this way, it may be possible 
for music education to re-engaged with what is, ostensibly, the greater purpose of 
education: preparation for life. 
Jones (2009) argued for a lifewide view, urging school music teachers to adopt 
practices aimed at fostering musical activity across the lifespan and that engage with 
musical practices outside the tradition school music paradigm (p. 205). This view places 
the responsibility on high school music teachers to promote activities that encourage 
greater self-efficacy in music students and pave the way toward more diverse musical 
engagement as an adult. An investigation of adult music participants’ musical self-
efficacy as a function of their musical backgrounds, both formal and informal, may serve 
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to help reinforce such a concept and add support for the instructional strategies such as 
those suggested by Jones. 
If school music educators desire to increase their students’ eventual adult 
participation in music, they might benefit from an understand of adult motivation as it 
relates to engagement in musical activity. Through an investigation of the motivations of 
community band participants, music educators may better understand the role of 
motivation in the choices of adults to persist in musical activity. If such a study revealed, 
for example, that specific aspects of intrinsic motivation, such as those Ryan and Deci 
(2017) referred to as autonomy and competence, play a critical role in adults’ decisions to 
participate, then music educators wishing to engage their students in a lifelong musical 
continuum might incorporate strategies to support the future manifestation of these 
motivations. 
Most music educators are aware that the majority of their students will not 
eventually earn a living in a music-related field. The musical goals that teachers have for 
their students’ future lives, assuming teachers have conceptualized these goals, need not 
be limited to a potential musical vocation. To the contrary, the musical outlook of the 
majority of students may be best served by providing them with the tools to engage 
avocationally in music after graduation. To that end, it seems necessary for school music 
educators to understand how best to prepare students for musical engagement beyond 
graduation and for music teachers to engage in a concerted effort to implement strategies 
to bridge the divide that exists between school and community music participation. 
Having a more complete picture of those who engage in community music-making may 
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only strengthen this understanding and better equips music educators moving forward. 
Further support for the need for this and similar studies can be found in the 
organizational goals of national and state level music organizations. The National 
Association for Music Education (NAfME) listed as its mission statement a desire “to 
advance music education by encouraging the study and making of music by all” 
(National Association for Music Education, 2016)  and issued a policy statement that 
urged greater cooperation between school music educators and directors of community 
music ensembles (National Association for Music Education, n.d.).  
Specific to Kentucky, five strategic directions have been outlined by the Kentucky 
Music Educators Association (KMEA). Among these was lifelong learning and 
involvement in music. One recommended course of action was to “review and revise 
[the] current listing of community music opportunities statewide” (Kentucky Music 
Educators Association, 2015, p. 5).  
The information collected in this study could inform efforts to close the gap 
between school and adult music engagement by helping music educators understand the 
types of participants engaged in these ensembles, identify students within their 
classrooms who are similar to the participants in this study, and develop strategies 
designed to help all students become informed about and access these and similar 
ensembles. In addition, the information acquired could provide Kentucky with a more 
accurate, comprehensive list of community bands and could be used to guide future 
initiatives focused on community music-making in the state. 
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Purpose and Aims of the Study 
The purpose of this study was to gather sufficient data to develop a 
comprehensive profile of Kentucky community band participants.  I sought to explore the 
ways band members engaged with music, the importance of music and music 
participation from their perspective, and I wanted provide them with a chance to provide 
feedback to community and school band directors about ways to improve band 
experiences and help foster lifelong musical activity. In order to address this purpose, I 
developed five research questions: 
1. Who participates in Kentucky community bands? 
2. What patterns may exist in the community band members’ music 
participation? 
3. Why do band members participate and what do they gain? 
4. In what ways do people feel their high school and community band 
experiences could have been/could be improved? 
5. What insights or advice can community band members share with high school 
directors seeking to facilitate a transition to lifelong music-making for their 
students? 
I used the data gathered from participants’ responses to these questions to address 
my research interests. I created a demographic and socioeconomic profile of participants 
that also included information about their past experiences and training as well as a full 
account of their present modes of musical involvement. Secondly, I explored 
relationships between participation in community band and motivation styles present 
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among participants, people’s subjective wellbeing, and other variables. Finally, I used the 
analysis of qualitative data to give voice to participant values, preferences, and advice as 
they pertain to community band, adult musical participation, and the gap between school 
and adult music-making. 
Conceptual Frameworks and Operational Definitions 
In the present study, I examined community band as a form of adult musical 
engagement through a theoretical framework comprising SLP and SDT. This framework 
allowed a more in-depth examination of participants, their perceptions, and their music 
participation. The integration of SLP allowed for a closer examination of band members’ 
ways of describing their music participation. Regarding SDT, its inclusion in the 
framework allowed for an exploration of band members’ motivations for membership as 
well as an investigation of their subjective well-being and valuation of music as a 
function of SDT. In addition to the providing an explanation of the conceptual 
frameworks I incorporated in this study, I felt it was also important to clarify two 
operational definitions: lifelong learning (an educational policy aim) and community 
band (which could be treated in purely musicological terms but which necessarily 
involves understanding motivation and participation).  
Conceptual Framework: Self-Determination Theory 
Self-determination theory explains the various psychological factors that, 
throughout life’s activities, will impact upon a person’s wellbeing and (Ryan & Deci, 
2017) their motivation to, for example, engage in community band. Ryan and Deci 
(2000b) identified three innate psychological needs that are necessary for self-motivation: 
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competence, or a person’s need to be effective in dealing with their environment; 
autonomy, or a person’s need to feel his or her behavior is self-determined; and 
relatedness, or the a person’s need for social interaction. Further, Deci and Ryan (2002) 
explained that social contexts either support or undermine the fulfillment of these basic 
psychological needs. 
Because SDT emphasizes the influence of self-motivation on a person’s behavior 
and choices (e.g., choosing to participate in a community band) as well as the important 
role of social contexts (e.g., high school band), SDT is an appropriate theoretical 
framework for this study. SDT has been usefully applied in other music education studies 
to conceptualize motivation and explain music education related outcomes such as 
ongoing participation (Evans 2015). The degree to which formative musical experiences 
may have supported or thwarted participants’ basic psychological needs fulfillment and 
how this may relate to current enjoyment of community band participation is of particular 
interest as this information might be valuable for informing current school practices to 
better support students’ motivation to continue in music. 
Conceptual Framework: The Serious Leisure Perspective/Music Participation 
Theory  
According to Stebbins (2000), leisure is uncoerced activity in which a participant 
may or may not feel some sense of agreeable obligation. The choice to participate in such 
a way in an activity like community band would be considered autonomous according to 
how Ryan and Deci (2017) as it is engaged in volitionally, with choice, and as an 
expression of the sense of self. Stebbins (2007) described serious leisure as “the 
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systematic pursuit of an amateur, hobbyist, or volunteer core activity” that participants 
find so engaging that they work intently “on acquiring and expressing a combination of 
its special skills, knowledge, and experience” (p. 5).  
Based on this serious leisure perspective (SLP), original proposed by Stebbins 
(1982), Gates (1991) developed a model of music participation to describe the levels of 
engagement in music that can occur. Gates promoted a theory of music participation in 
which passive audience or music consumer activities, such as music listening, are 
excluded in favor of more active music performance and production roles (pp. 4-6). 
Within this music participation theory (MPT), Gates identified six types of music 
participants: professionals, apprentices, amateurs, hobbyists, recreationists and dabblers 
(p. 14). These types of participants are delineated by their motivations for participation 
and their view of how music functions in their life: as work, serious leisure, or play.  
Mantie (2012c) referred to MPT as “...one of the few attempts in the literature to 
articulate, in theoretical terms, ways in which school music teaching could connect to 
people’s music making later in life based on how adults conceptualize their musical 
participation” (p. 24). For this reason, MPT is appropriate as an aspect of the theoretical 
foundation for this study. Of particular interest will be how the participants in Kentucky’s 
adult community bands self-describe their view of music’s role in their lives, their 
motivations for involvement, and how the combination of the two along with other 
factors (e.g., concert and rehearsal attendance) match them to a SLP/MPT typology. 
Definition: Lifelong Music Participation   
What does “lifelong” mean? Meyers, Bowles, and Dabback (2013) explained that 
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“music learning as a lifespan endeavor may be continuous or periodic, personal or social, 
formal or informal, goal-oriented or achievement-neutral, and diversified or persistently 
focused” (p. 149). It is this broader sense of the term, which is also inclusive of the idea 
of “lifewide” proposed by Jones (2009), that clearly articulates the diverse and fluid 
modes of engagement through which people participate in music over a lifetime.  
Considered in this way, the term “lifelong music participation” can be interpreted 
as inclusive of any of the many ways of “doing” music in which people may engage and 
the various frequency and intensity by which they participate in music throughout their 
lives. As such, this is the operational definition which I have adopted for this study. 
Alternative terms found in the literature are perhaps more nuanced or specific, but rarely 
encompass ideas outside the scope of the broader view of “lifelong music participation” 
described above and are, therefore, less suitable for the present study.  
Definition: Community Band  
 Due to the variety of adult music ensembles found in almost every community in 
Kentucky, it was important to define the meaning of “community band” as it was applied 
to the bands included for this study. The definition I employed was adapted from a study 
by Bowen (1995) of community bands in the southeastern United States. For the purposes 
of this study, community band was defined as a community-based ensemble made up of 
winds and percussion.  
Significance of the Study 
 The benefits of participation in music for adults and the communities in which 
they reside are well documented (Cohen, 2006; Lehmberg & Fung, 2010), yet despite 
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these apparent benefits, school music organizations seem unable to affect transition to 
adult music participation (Boswell, 1992, Mantie, 2012c). This irony can be interpreted 
as a crisis of relevancy for formal institutions of music education. Therefore, research 
investigating the connections between school and adult music-making, the types of 
people who engage in music as adults, or adult music practices are vital. In this respect, 
this study was a continuation of Mantie’s (2012c) work in that it focused on community 
musicians and underscored the implications of knowing about this population for school 
music educators.  
 Community bands have myriad stakeholders who can potentially benefit from 
research focused on such ensembles. Most apparent among these are the directors and 
members of community bands and their counterparts in formal educational settings. 
Community band stakeholders, however, are far more extensive and include such groups 
as state and local government, music educators, music merchandisers, health care 
professionals and others. Research into such ensembles may provide stakeholders with 
valuable information and insights. Anyone with a vested personal or professional interest 
in adult health or the economic impact of adult health-related issues, for example, may be 
interested by studies like the present inquiry considering the compelling evidence of 
health and wellness benefits music participation can have for adults (e.g., Bugos, 2014; 
Coffman, 2002c; Coffman & Adamek, 1999a; Creech, Hallam, McQueen, & Varvarigou, 
2013; Dingle, Brander, Ballantyne, & Baker, 2013; MacDonald, Kreutz, & Mitchel, 
2012; Solé, Mercadal-Brotons, Gallego, & Riera, 2010; Sorrell & Sorrell, 2008; Stuckey 
& Nobel, 2010). Although adult health was not a focus of this study, the data collected 
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and analyzed do provide initial insight into a population of adult musicians that, in 
Kentucky, has received little or no attention in research and has implications for future 
research in the area of public health, among other topics.  
Structure of the Dissertation 
In the following chapter, I present an overview of related literature in areas 
germane to adult music participation and human motivation. Studies employing similar 
methods and with similar foci are explored in order to better situate the present study 
within a larger body of research. Following the review of related literature, I present the 
methodology of my investigation into adult community bands including study design, site 
selection and participant recruitment, measures used, data collection procedures, and the 
processes used for data analysis. Next, I present the results of both quantitative and 
qualitative data analysis. In conclusion, I discuss findings of particular note, limitations 
of the study, and the implications of findings before making suggestions for future 
inquiry. 
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CHAPTER 2: REVIEW OF LITERATURE 
 Within this chapter, I examine research that has been completed in four principal 
areas: self-determination theory (SDT), lifelong musical engagement, the serious leisure 
perspective (SLP), and community music. The review is structured to first provide an 
overview of each of these areas, then to focus on research that is most pertinent to the 
present study. This literature review is comprehensive, not exhaustive. Literature was 
selected for inclusion in the review if it helped me to situate the present study within the 
context of the larger body of music education research or it bore important similarities in 
terms of purpose, methodology, or theoretical framework, as appropriate to the 
pragmatic, descriptive nature of the present study. 
Self-Determination Theory 
Research on human motivation can be found across a broad spectrum of 
disciplines. The value of understanding what motivates human behavior and actions, both 
to the individual seeking greater self-awareness or those wishing to support or encourage 
specific activity, cannot be overstated. SDT is a theory of motivation focused primarily 
on understanding the fulfillment of three basic psychological needs—competence, 
autonomy, and relatedness—and how the support of these needs promotes healthy, 
effective human behavior. A key postulate of SDT is that human beings are “active, 
growth-oriented organisms [who seek] to engage interesting activities, to exercise 
capacities, to pursue connectedness in social groups, and to integrate intrapsychic and 
interpersonal experiences into a relative unity” (Deci & Ryan, 2000, p. 229). In other 
words, according to SDT, people have an innate predisposition to seek out activities that 
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provide support for the fulfillment of basic psychological needs. 
Providing support for the applicability of SDT across the spectrum of human 
cultures, Chen et al. (2015) examined the motivational impact of needs satisfaction, needs 
frustration, and need strength in a study of individuals from China, Peru, Belgium, and 
the United States. The researchers’ findings indicated the effects of needs satisfaction and 
needs frustration were the same regardless of the participants’ cultural background.  
According to the researchers, these findings support the universality of basic 
psychological needs theory, a core component of SDT. According to Deci and 
Vansteenkiste (2004), the basic psychological needs of competence, autonomy, and 
relatedness are inherent to the human condition and “operate across gender, across 
culture, and across time to promote optimal functioning and prevent diminished 
functioning” (p. 25). 
Ryan and Deci (2000a) described motivation along a self-determination 
continuum ranging from amotivation through four types of extrinsic motivation to 
intrinsic motivation (Figure 1). The types of extrinsic motivation identified (i.e., external 
regulation, introjected regulation, identified regulation, and integrated regulation) differ 
in the degree to which the perceived locus of causality is internal (done of free will) or 
external (compelled by internal or external pressures). External regulation is the least 
self-determined form of extrinsic motivation and is the type of motivation that might 
occur in situations where an individual acts simply to obtain a reward or to avoid a 
punishment.  
Introjected regulation occurs when people feel that what they are doing is what 
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they are supposed to do or what others expect from them. The person in this scenario 
feels compelled to act in accordance with perceived expectations and to maintain their 
sense of self-worth and self-esteem or to avoid threats to their concept of self-worth or 
self-esteem. Identified regulation is more self-determined and differs from introjected 
regulation in that the individual personally identifies with and finds value in external 
factors. Integrated regulation is the most self-determined form of regulation and occurs 
when an individual internalizes reasons for a particular action. 
 
Figure 1. SDT regulatory continuum (Ryan & Deci, 2000a, p. 61) 
SDT in Music Research 
Understanding peoples’ motivation as it pertains to music participation across the 
lifespan could have serious implications for music educators. According to Evans (2015), 
however, research on motivation in musical engagement and learning lacks a unified 
theoretical perspective. He demonstrated that much of the research on motivation in 
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music education aligns with SDT and underscored the potential for SDT to be a unifying 
theoretical framework for motivation in music education. Further, Evans urged that when 
parents and teachers ask how they can better motivate students in music, they may be 
asking the wrong question. Instead, he suggested that parents and teachers should concern 
themselves with creating environments in which basic psychological needs can be 
fulfilled and students can develop their own intrinsic motivation in music.  
The application of SDT to research on music participation is not absent from 
previous research, however, and although research demonstrates broad support, there are 
examples of results that do not entirely support the theory. McAllister (1995), for 
example, studied undergraduate music majors for variances in their levels of intrinsic 
motivation by the type of teaching environment they experienced. He described two types 
of environments, controlling and informational. Controlling situations were those in 
which the teacher managed activity using a set of restrictive parameters. Informational 
situations were those in which the teacher provided only minimal instruction and allowed 
for a great deal of student choice in the activity. McAllister found no difference in levels 
of intrinsic motivation between the two situations. He claimed that, contrary to certain 
aspects of SDT (e.g., the requisite means of fulfilling the psychological need of 
autonomy), music teachers need not become more informational in order to foster 
intrinsic motivation in students.  
These findings might be explained by the results of three studies reported by 
Reeve, Hamm, and Nix (2003). The researchers tested models of perceived self-
determination that examined internal locus of causality, volition, and perceived choice as 
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indicators of perceived self-determination. The results of their studies indicated that 
internal locus of causality, or an individual’s perception that his or her behavior is self-
initiated and self-regulated, and volition, or a sense of willingness free from external 
pressure or coercion, were valid indicators of perceived self-determination. Perceived 
choice, however, was consistently found to be an invalid indicator of self-determination. 
It is possible that McAllister’s (1995) informational setting—providing options for 
student choice—did not incorporate strategies for the support of student volition and 
internal locus and thus resulted in no increase in intrinsic motivation.  
Further support for educational practices that promote the fulfillment of basic 
psychological needs came from Reeve (2002) who claimed that “utility of applying self-
determination theory to education settings is now evident” (p. 183). He proffered two 
conclusions based on and supported by 20 years of SDT research. First, he urged that 
students who are autonomously motivated excel in education settings and, secondly, 
teachers who engage with such strategies are better able to support student autonomy and, 
in turn, foster students’ intrinsic motivation toward their educational endeavors. 
In support of these conclusions, Bonneville-Roussy, Vallerand, and Bouffard 
(2013) studied the role played by autonomy-supportive environments to students’ choice 
to persist in music. The researchers undertook two separate studies to investigate the 
topic. The first explored the relationship between perceived autonomy support from the 
music teacher and subsequent student passion and persistence. The second study 
expanded on the findings of the first by investigating a theoretical model linking these 
concepts. The researchers concluded that, with regard to college and university music 
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students, “teaching in an autonomy-supportive way and promoting harmonious passion 
could help students in these very demanding educational paths to persist towards their 
expected career in a healthy, positive way” (p. 30). Similarly, Evans, McPherson, and 
Davidson (2013), in their study of music student attrition, urged music teachers to ensure 
their classroom environments provided for the fulfillment of the basic psychological 
needs at the core of SDT in order to support student persistence in music and to support 
the role of music participation as beneficial to students’ wellbeing. 
Researchers have used SDT as a lens to examine a diverse range of topics related 
to motivation in music. Miyamoto (1997), for example, employed SDT as part of the 
theoretical framework for a study on how extrinsic and intrinsic motivations in music 
varied based on the gender of the participant or the teacher. Several studies employing 
SDT to explore human motivation focused on issues involving adults with disabilities 
(Bambara, Cole, & Koger, 1998; Mahon, 1994; McDougall, Evans, & Baldwin, 2010; 
Wehmeyer & Palmer, 2003) or adult motivation to exercise (Levy & Cardinal, 2004; 
Mullan & Markland, 1997).  
With regard to individuals with diabilities, Adamek (2012) examined music as a 
means of promoting self-determination and transition to adult life for adolescents with 
disabilities. Schatt (2013) studied middle school band students’ motivation to practice 
and used SDT as the primary lens for the study’s theoretical framework. He examined the 
relationship between self-determination and a host of variables (e.g., number of years of 
playing their instrument, grade level, gender, instrument choice, engagement in private 
lessons). Findings indicated that middle school students were more likely to be motivated 
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intrinsically to practice as opposed to extrinsically and that extrinsic rewards may 
actually undermine student motivation.  
Findings of these studies support assertions made by Evans (2015) about the 
importance of creating educational environments that facilitate intrinsic motivation. 
Martin (2008), studied the applicability of a larger meta-theory of motivation that 
included SDT to research motivation in music and sport. The model Martin developed, 
which he called the “Motivation and Engagement Wheel” (p. 138), combined a variety of 
conceptual frameworks theories of motivation (e.g., self-efficacy, self-determination, 
valuing, self-regulation). Like Evans (2015) and Reeve (2002), his findings supported the 
efficacy of SDT, at least as part of his own larger framework, in examining the broader 
topic of motivation in music and sport.  
Summary  
 It is clear that the study of motivation has significant implications for music 
education across the lifespan. In order to attain desirable educational outcomes, it is 
critical that educators understand how to motivate students, or, more precisely, the ways 
in which students are motivated (Maehr, Pintrich, & Linnenbrink, 2002). School music 
educators are almost perpetually concerned with student motivation as it pertains to a 
host of day-to-day issues ranging from motivation to practice, to attrition/retention while 
in school or from classroom behavior to involvement in private lessons, just to name a 
few. Research into SDT and its application to educational environments supports the 
efficacy of the theory for assessing and understanding student motivations and as a basis 
for strategies designed to support positive outcomes (Reeve, 2002). Further, given the 
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effect of autonomy-supportive environments on student persistence in music while at 
school (Bonneville-Roussy, Vallerand, & Bouffard, 2013; Evans, McPherson, & 
Davidson, 2013), investigation into psychological needs-supportive educational strategies 
and implementation of those strategies through music educator professional development 
and through approaches to music teacher preparation may help to support the 
continuation of musical engagement into adulthood.  
Lifelong Music Participation 
The notion that facilitating music beyond graduation from formal school settings 
should be a priority for music educators is not a new one. According to Mantie (2012c), 
the subject permeates the literature from the 1930s to today. Likewise, according to 
Myers, Bowles, and Dabback (2013), “as far back as the 1920s and continuing through 
the 1960s, music education leaders . . . expressed the view that music in the schools ought 
to relate to community life and music participation through adulthood” (p. 135). Nearly 
50 years ago, for example, Lawrence and Dachinger (1967) sought to define those skills 
which were necessary for students to learn in order to engage in music participation as 
adults. Even though music educators have been aware of the problem of fostering lifelong 
music participation during students’ formative school musical experiences for decades, 
the approaches researchers have taken to examine the issue have been variable. 
Conceptualizing Lifelong Music Participation 
Several researchers have developed a framework for conceptualizing lifelong 
music participation or, alternatively, lifelong, lifespan, or lifewide engagement or 
education. Myers, Bowles, and Dabback (2013) proposed a view that placed lifelong or 
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lifespan music learning within a greater context of a learning society and urged that “the 
professional music and music education communities must ensure equitable and 
responsible music learning for all people” (p. 134). From this perspective, music 
educators’ engagement with lifelong music and to the greater musical public is to be 
viewed as a professional mandate. Roulston (2010) had a similar view and illustrated how 
adult learners differ from children both in the way adults contextualize learning and in 
adults’ approach to the learning process. Mantie (2012b), however, advocated a broader 
framework for understanding adult music-making that, while not precluding the notion of 
learning, did not require learning to be the primary impetus for adult musical 
involvement. Dabback (2006) framed adult music participation and learning as a 
contextually bound social practice, in a similar fashion to what Lave and Wenger (1991) 
called “situated learning.” 
Nazareth (1999) advocated for a “coherent, coordinated approach to lifelong 
music education” (p. 17) rather than simply providing opportunities for all ages to 
participate. Further, Nazareth urged music educators to re-evaluate the scope of music 
education to include this lifelong perspective and to become engaged in the development 
of a “coherent framework to provide and deliver lifelong music education” (p. 19). Pitts 
(2012) went a step further and described the performance of this work by music educators 
as a “social responsibility . . . to ensure that there are routes into lifelong musical 
participation for all sectors of society” (p. 151). 
The traditional school music paradigm in the United States has been criticized 
because it does not align with the ways in which adults participate in music more broadly. 
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According to Jones (2009), these music programs do not consider the variety of ways 
people make music outside of formal school music education contexts. Myers (2008b) 
agreed, and suggested a conceptualization of music education that “empowers musical 
choice, connects music learning with larger musical realities, nurtures both independent 
and social engagement across the lifespan, and enhances our quality of life and the 
societies in which we live” (p. 1). 
The Role of Formative Musical Experiences  
Some attempts to examine the connections between high school music and adult 
music-making have uncovered continuity. Pitts (2012) studied the impact of formative 
musical experiences through the reflections of adults. She sought to “investigate what 
happens to young people’s musical engagement once they leave school, and to consider 
how teachers and parents can inspire and nurture musical learning in such a way that it 
can be sustained beyond formal education” (p. 6). The study, conducted in the United 
Kingdom and Italy, collected the responses of 134 people. Participants provided brief 
demographic information, their musical background, information about their current 
musical engagement, and responded to five “stimulus questions” (p. 12) designed to 
engage participants in autobiographical reflection. Pitts found that formative musical 
experiences at home and at school were equally influential to participants’ continued 
musical participation in adulthood. Pitts’s findings also indicated the substantial effect, 
positive or negative, that music teachers, parents, and other role models have on a child’s 
motivation to continue musical engagement into adulthood.  
Smilde (2008) studied the musical lives and music learning histories of four 
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professional musicians through their own autobiographical recollections. With regard to 
the impact of music teachers on lifelong engagement, Smilde, like Pitts (2012), 
underscored their critical role stating that “[t]eachers are pivotal within transformative 
processes and thus to implementing the concept of lifelong learning: success of change is 
highly dependent on teachers’ competencies. Teachers are powerful role models for 
students...Without this example, students are not likely to be motivated to become 
lifelong learners” (p. 250).  
A similar study conducted by Turton and Durrant (2002) was also undertaken in 
the United Kingdom and focused on autobiographical reflections of adult former choir 
participants. Turton and Durrant found that among the participants’ stated reasons for not 
enjoying school choir, perceived teacher quality factored most prominently. According to 
the researchers, “singing operates within a variety of cultural contexts that perhaps need 
to be reflected more effectively in schools. Music is a social process and ideally should 
embrace both tradition and new experiences” (p. 47). The researchers implied that the 
perception of teacher quality, and therefore the positive or negative impact on an 
individual’s choice to continue music instruction, was largely dependent on the teacher’s 
ability to deliver skills that were perceived as value within a broader context of musical 
participation than that found in school. 
Bures (2009) studied college non-music majors who continued to participate in 
music to determine how these people perceived the value of musical participation. Bures 
also emphasized the role of the school music teacher in the decisions of adults to 
participate and stressed the importance of identifying and encouraging effective teaching 
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strategies and approaches (p. 70). Although the study revealed that most of the values 
cited by subjects were extra-musical in nature, the importance of formative school 
musical experiences in adult music participation decisions, regardless of participants’ 
perceptions of value and meaning, was explicit in Bures’ findings. 
School music may influence students’ future participation in community 
ensembles. Arnwine (1996), in a study of former high school band members, determined 
that students from high school band programs that were mostly performance-focused 
were equally likely to choose to continue in music after high school as those without a 
strong performance emphasis. Arnwine also maintained, however, that more music 
majors came from programs without a marching band emphasis (p. 66). Faivre-Ransom 
(2001) indicated that high school experiences were influential, with respect to 
motivations to participate in community choir (in this case a church choir), but that other 
factors were involved (e.g., family support and desire to be a part of a church choir). 
Chiodo (1997) identified several important and influential roles played by formal school 
music experiences: 
At the awareness level, the school music program was a major influence on the 
initiation of interest in music participation for those informants who did not come 
from a musical home environment. At the commencement level, school 
instrumental music programs influenced the choice of instrument for many 
students and school performing ensembles provided the earliest opportunities for 
the informants to experience most of the benefits of music participation. At the 
expansion level, playing in the high school performing groups was a crucial step 
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in the development of lifelong commitment. (p. 266) 
 Jellison (2000), citing data from several national surveys, claimed that music 
educators are failing to promote transition to adult music participation. The researcher 
cautioned that, “for a large majority of children, teachers and school music programs may 
be the only influences that will affect the children’s current and future interest in [musical 
experiences] . . . and attitudes that lead to broadened choices concerning the music 
participation in their lives” (para. 26). For Jellison, it was an imperative for music 
educators to design music programs based on practices aimed at providing students with 
the skills and experiences necessary for successful transition into adult musical 
engagement. This imperative echoed Bowles (1999) who stated that “[p]art of the 
teaching process for the music educator should be learning to transcend the view of the 
student as a child or a youth and to choose goals, methods, activities, and evaluation 
procedures that will function effectively for the student as an adult” (p. 15). The goal, 
according to Bowles, should be to “prepare students for a musical life without us and for 
their involvement in a pursuit of musical learning and expression that transcends external 
motivation and guidance” (p. 16). 
Other researchers have been critical of school music programs and what the 
researchers viewed as the failure of such programs to engage students in future adult 
music participation. Higgins (2012) noted that, “As a general consensus, those who 
advocate lifelong learning in music education assert that the frameworks in operation 
throughout schools, plus the current approaches to teaching and learning, must change” 
(p. 119). Myers (2008a), for example, called on music educators to “transform school 
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models that are based on self-perpetuating structures and that are inconsistent with the 
musical worlds most people participate in outside of school” (p. 55). According to Myers, 
these “school models” (e.g., school band, choir, and orchestra) fail to “energize the 
fundamental drives for musical expression and musical understanding that lead children 
and adults to seek a host of musical opportunities...in their communities” (p. 55).  
Also critical of school music programs, Heuser (2011) admonished music 
educators for focusing solely on the creation of such traditional ensembles while seeming 
“to have little motivation for making school music programmes appeal to a broad range 
of learners” (p. 293). Although not specific to adult musical participation, some studies 
have echoed the idea, explicitly or implicitly, that secondary school music ensembles are 
failing to engage students in the type of music instruction and experiences necessary to 
help graduates engage in adult music participation (Allsup & Benedict, 2008; Mantie, 
2012a; Myers, 2008b). A similar argument was made by Isbell (2011) who urged that 
“[if] lifelong learning in music is truly a goal of music education then a greater 
percentage of students will need a skill set that allows them to participate in setting 
outside of school, where concert bands are less common” (p. 29). 
 This disparity has been noted in studies focused on other types of ensembles as 
well. Arasi (2006) studied eight adults who had participated in a successful high school 
choir and had subsequently gone on to have careers in areas other than music. Arasi 
examined the reflections of these former participants, Arasi’s findings indicated that 
traditional ensemble musical experiences might not provide the necessary encouragement 
for musical participation beyond graduation. In addition, Arasi indicated that, based on 
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the data collected, the perceived importance of extra-musical (or non-musical) benefits of 
high school choir participation surpassed musical benefits in the accounts of those 
studied. The degree to which altered teaching strategies during formative school musical 
experiences might mitigate this disparity and foster greater connection to lifelong music 
participation was beyond the scope of Arasi’s study. 
 Myers (2008a) argued that “school music programs in the United States are too 
concerned with preparing and polishing large ensemble performances, such that students 
do not have the skills needed for life-long musical involvement” (p. 49). This narrow 
focus, according to Myers, undermines the ability of school music to connect students 
with musical engagement beyond school. Myers cautioned that, unless music teachers do 
more to engage with community music, school music programs may not survive in the 
future.  
 Research in this area has not been limited to the United States. Pitts (2009), for 
example, acknowledged the unpredictable impact participation in school music programs 
may have on adult participation. The researcher described how different individuals 
might respond to the same school experience in completely different ways.  A person, 
according to Pitts, having a poor experience in a music class might find the motivation to 
mitigate this experience through musical engagement as an adult or, alternatively, may 
decide that music is not a pursuit for them.  Additionally, Pitts explained, “much of the 
influence on young people lies beyond teachers’ control, as parental attitudes, home 
environment, and cultural composition shape young people’s musical lives in complex 
and unpredictable ways” (p. 255). 
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 Dr. Scott Shuler, former president of the National Association for Music 
Education (formerly Music Educators National Conference or MENC), saw a way 
forward for both the large ensemble school music paradigm and the types of alternative 
approaches to music education mentioned above. “Our mission as music educators is to 
help students find paths of active involvement in music that they are willing to continue 
into their adult lives. The music curriculum design answer is clear: in addition to high-
quality ensemble classes, music programs must offer alternatives that attract and engage 
other students” (Shuler, 2011, p. 9). This call echoed Hinckley (2000), former MENC 
president who urged music educators to “consider revising our K-12-oriented concept of 
music education and redefine it along a continuum of development from cradle to grave” 
(p. 11).   
Benefits to Lifelong Participants and Communities 
 Many have studied the ways in which individuals and communities benefit from 
lifelong music participation. Much of this research has been focused on benefits to older 
adults. Lehmberg and Fung (2010), for example, conducted review of literature related to 
how senior citizens benefit from continued music participation. Figure 2 illustrates the 
myriad benefits identified by the researchers in the literature: 
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Figure 2: Senior citizens' participation in music: Benefits that enhance quality of life (Lehmberg 
& Fung, 2010, p. 27).  
The message to music educators, according to Lehmberg and Fung, that music education 
should be viewed from a lifelong perspective is explicit in their findings. The researchers 
urged collaboration between school and community music organizations and the 
formation of intergenerational music groups as means to facilitate active music 
participation across the lifespan. 
  The New Horizons International Music Association is a music organization, 
formed in 1991 by Dr. Roy Ernst, professor emeritus of music education at the Eastman 
School of Music, and dedicated to providing entry points into music-making for adults 
aged 50 and over. According to their website, www.newhorizonsmusic.org, the 
ensembles are designed to offer adults beginners an entry point into instrumental music 
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instruction or an opportunity for those that would like to resume their musical 
participation. Initially, these groups were bands, but have grown to include orchestras as 
well. Ernst (2001) outlined the ongoing demographic shift in the United States as the 
Baby Boomer generation ages and urged the music education community to get involved 
in providing music education to this population by starting a New Horizons band or 
orchestra.  
Many researchers have focused on these New Horizons ensembles to investigate 
an array of topics including, for example, health and wellness (e.g., Carucci, 2011; 
Coffman, 2009a, 2009b; Rohwer, 2008, 2009b; Rohwer & Coffman, 2006), musical 
backgrounds and demographic profiles (e.g., Carucci, 2011; Coffman, 1996, 2008), adult 
music learning and instructional practices (e.g., Dabback, 2006; Rohwer, 2004, 2005, 
2009a), and others. According to Ernst, “[active] participation in music fills important 
needs for adults – the need for challenging intellectual activity, the need to be a 
contributing member of a group, and the need to have exciting events in the future” (New 
Horizons International Music Association, n.d., para. 5) 
 Among these topics, the wellbeing of older adults involved in music-making has 
received particular attention in the research. Creech et al. (2013) found that those adults 
engaged in music-making reported more positive subjective wellbeing than those not 
engaged in music. The researchers proposed that musical engagement supported adult 
music participants’ basic psychological needs in a variety of ways (e.g., cognitive and 
physical engagement, social interaction and mutual support). According to the 
researchers, engagement in music may help to mitigate the increasing numbers of older 
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adults suffering from depression and social isolation. “A growing body of evidence 
suggests that participation in active group music-making . . . has the potential to address 
this need, contributing to a range of social, emotional and cognitive benefits for older 
participants including those diagnosed with dementia” (p. 36). In a literature review of 
research on this topic, Creech et al. (2013) reiterated the power of music engagement to 
support seniors’ wellbeing, but urged that it was active engagement in music and not 
passive engagement (e.g., music listening, participating as an audience member) that had 
been shown to fulfill adult music participants’ basic psychological needs. The researchers 
urged that “[it] is incumbent on music educators, researchers and all those with an 
interest in caring for older people to advocate for high quality, accessible musical 
opportunities throughout the life course” (p. 97). 
 Communities, too, may benefit from having adults who participate in music 
across the lifespan. Wali et al. (2001) suggested that “‘informal artists’ – people from all 
walks of life – may hold and develop significant forms of social capital important to the 
quality and vitality of public life” (p. 228). The researchers stated that the benefits to 
communities of adult musical participation was an area where much more research was 
needed in order to ascertain the full scope of potential community benefits. Jones (2012) 
agreed and underscored the importance of the partnership between music educators and 
community musicians toward developing social capital thereby improving communities. 
Interestingly, Jones found evidence that suggested that the type of community ensembles 
in which individuals engage as well as the pedagogical approaches of ensemble leaders 
affected the development of social capital.  
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 Hallam et al. (2012) also illustrated ways in which communities might benefit 
from active adult music participation. By way of comparative cost benefit, the researcher 
suggested that the minimal costs of providing opportunities for adults to engage in music 
would be mitigated by the savings to the community health care costs of caring for older 
adults. If, as research shows, the developed world is experiencing a demographic shift in 
which the number of older adults is far higher than ever before (Coffman, 2002; Ernst, 
2001; Ortman & Guarneri, 2009) then the potential financial impact of adult musical 
engagement described by Hallam et al. bears further investigation and holds the potential 
for increased community support for adult music initiatives. 
Summary 
While there is a considerable disconnect between the kinds of music made in 
schools and the music participation patterns of most adults (e.g., Carter, 2000; Green, 
2009; VanWeelden & Walters, 2004), there are also cases where school music aligns 
with adult participation patterns (e.g., Boswell, 1992; Myers, 1992; Rohwer, 2005). This 
has been found for elementary music (e.g., Richardson, 2017) through college levels 
(e.g., Busch, 2005) and across the spectrum of typical school ensembles such as choir 
(e.g., Bowles, 1991) band (Coffman, 2002b; Ernst & Emmons, 1992) and orchestra 
(Goodrich, 2013; Shansky, 2010). 
With the demographic shift that is occurring in the United States, for the first time 
ever there are more adults among the population than there are children and teens 
(Coffman, 2002a). As such, many music education researchers have responded to this 
shift by investigating lifelong music participation and topics germane to adult music-
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making. The majority of literature examined in this area was concerned with one or more 
of three topics: defining what lifelong engagement in music should look like, 
understanding the role of formative musical experiences on choosing to continue music 
participation as an adult, or the ways lifelong music participants and the communities in 
which they live might expect to benefit from their participation. Lifelong music 
participation was widely accepted as a worthwhile and beneficial activity by researchers, 
both for individuals (e.g.; Creech et al., 2013; Ernst, 2001; Lehmberg & Fung, 2010) and 
communities (e.g.; Hallam et al., 2014; Jones, 2012; Wali et al., 2001). In general, 
researchers have been critical of the ability of the traditional school music paradigm to 
affect transition to adult musical participation (e.g.; Heuser, 2011; Higgins, 2012; Jones, 
2009; Mantie, 2012c; Myers, 2008b). The literature did seem to indicate, however, a 
general consensus that music educators were highly influential in adult decisions to 
participate in music and were, therefore, most capable of acting to implement strategies 
to help students bridge the gap from school to adult musical engagement (e.g.; Bowles, 
1999; Bures, 2009; Pitts, 2012; Smilde, 2008; Turton & Durrant, 2002).  
If one accepts lifelong music participation as one desirable end of formalized 
school music instruction, then explorations of activities like community band are 
important for the insights they provide about adult engagement in music. Investigations 
into adult music participation have approached the topic in a variety of ways, but much of 
the literature has focused on the elderly and investigated physical and mental health 
benefits. Relatively little research has systematically examined adult motivation for 
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continuing musical activity, adult perceptions of their musical activity, or the full extent 
of adults’ engagement in music.  
The Serious Leisure Perspective 
 Serious leisure has been defined as “the systematic pursuit of an amateur, 
hobbyist, or volunteer core activity that people find so substantial, interesting, and 
fulfilling that...they launch themselves on a (leisure) career centered on acquiring and 
expressing a combination of its special skills, knowledge, and experience” (Stebbins, 
2007, p. 5). According to Stebbins, who first formulated and published the basic 
conceptual statement for serious leisure (Stebbins, 1982), parts of the serious leisure 
perspective (SLP) had been discussed in the work of other researchers (e.g., de Grazia, 
1962; Glasser, 1970; Kando, 1980; Kaplan, 1975) and, since that first statement, the SLP 
has grown into a “substantial formal grounded theory” (Stebbins, n.d., para. 47). Serious 
leisure is distinguished from casual leisure, which Stebbins (2001) defines as 
“immediately, intrinsically rewarding, relatively short-lived pleasurable activity requiring 
little or no special training to enjoy it” (p. 53). The framework for the SLP can be seen 
below in Figure 2: 
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Figure 3. The Serious Leisure Perspective (2013 version - www.seriousleisure.net). 
 As illustrated in Figure 3, Stebbins outlined three categories of serious leisure 
participants: amateurs, volunteers, and hobbyists. A fourth category, devotee work, 
bridges the gap between work and leisure. Stebbins (n.d.) described these categories in 
terms of how each views the activity in which they engage (i.e., work or leisure), the 
ways their participation is supported (i.e., intrinsic or extrinsic motivational factors), and 
the relative seriousness they exhibit in their participation. Amateurs, for example, are 
devoted to their activity and take it quite seriously. They are largely intrinsically 
motivated to participate and, unlike professionals, typically do not receive any financial 
benefit from their activity.  
Hobbyists, according to Stebbins (n.d.), are not as serious about their activity as 
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leisure activity and may well be less devoted, for example, to consistent participation or 
to improving at a given activity. Although still mostly intrinsically motivated, enjoyment 
of the activity is a primary motivator.  Participation in the activity with quickly cease if 
the hobbyist perceives it to no longer be fun. 
Volunteers, according to Stebbins (n.d.), participate in an activity for the benefit 
of others. Although some aspect of purely intrinsic motivation may well come into play, 
other forms of regulation provide impetus for volunteerism. According to Stebbins, the 
reigning conception of volunteerism is that of unpaid work as opposed to a form of 
leisure. Stebbins (1996), however, describes multiple types of volunteerism and admits 
that SLP fails to fit each type equally well. 
 Occupational devotees, according to Stebbins (n.d.), are people who are inspired 
by “occupational devotion” (para. 7). These people have a positive attachment to a form 
of self-enhancing work, where the sense of achievement is high and the core activity is so 
appealing to the person that the delineation between work and leisure is almost 
nonexistent. Devotee work, then, is serious leisure from which the worker gains a 
livelihood.  
The SLP in Music 
 Gates (1991) developed a music participation theory based largely on the SLP. 
Gates divided society into three large groups of individuals: music participants, music 
audiences, and people who perceive no benefit in music participation or being an 
audience member. Within the music participants group, Gates described six types of 
participants. Delineations between these types was largely a product of how a participant 
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views his or her music participation and how his or her engagement in the activity is 
reinforced. Figure 4 illustrates these types: 
 
Figure 4. A typology of music participants (Gates, 1991, p. 15) 
Gates’s conceptualization of roles coincided strongly with the SLP definitions. Amateurs 
and hobbyists, for example, are both serious about their musical activity, according to 
Gates, but differ in how they are reinforced. Amateurs are part of a three-part social 
system, what Stebbins (1979) called the P-A-P (professional-amateur-public) system, and 
are reinforced by that system of relationships. Hobbyists, on the other hand, while 
viewing music participation as serious leisure, are reinforced in ways outside of the P-A-
P system and unique to each individual. Professionals and apprentices (professionals-in-
training) view music participation as an important means of earning a living whereas 
recreationists (a category added by Gates) and dabblers (those engaged in what Stebbins 
called casual leisure), like hobbyists, are reinforced in ways both unique to the individual 
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and outside the P-A-P social system. According to Gates, one important implication of 
understanding both how individuals view their music participation and how their 
involvement in music is reinforced is on participant retention. The leaders of musical 
programs, said Gates, may find that participation research that takes into account this 
information, “may reveal that one’s specific program supports a smaller range of 
participation types that the leaders of that program suspect” (p. 17). 
 Gates’s conceptualization of music participation was not universally accepted. 
Jorgensen (1993), for example, was critical of several points. Among the criticisms, 
Jorgensen suggested that Gates was short-sighted in separating audience members or 
music listeners from other active music participants. Jorgensen advocated for a much 
broader view of music participation that encompassed producers (e.g., composers, 
performers) and consumers (e.g., audience members, music listeners). Further, Jorgensen 
was skeptical of there actually being musical non-participants. “Music’s use in the 
plethora of social events and rituals that punctuate and give meaning to communal life 
throughout the world, suggests that some degree and sort of musical participation is a 
normal rather than exceptional human activity. Whether people are aware of music or 
unaware of the backdrop it provides for their daily living, they may be participating in 
music” (p. 38). Jorgensen claimed that Gates’ six-category typology, based on his own 
descriptions, was more accurately structured in four parts, illustrate below in Figure 5: 
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Figure 5. A reclassification of Gates’ types of music participants in societies (Jorgensen, 1993, p. 
43).  
In general, Jorgensen argued that Gates’ typology was an oversimplification and 
suggested that a better model of music participation might be a continuum. At the 
extremes of this continuum, suggested Jorgensen, should be the “musician [who] devotes 
his or her life to music of one sort or another, commits most of his or her waking hours 
and his or her energy to music, is to be found in the places where music-making occurs, 
derives his or her livelihood from musical activities of one type or another, holds beliefs 
and value systems characteristic of the musical community of which she or he is a 
member, and is exceptionally well trained for and expert in music-making” and the 
“philistine [who] has no interest in music, is unwilling to commit his or her time and 
energy to music, is generally absent from music-making occasions to such an extent that 
his or her life is devoid of musical experiences, holds beliefs and value systems that 
devalue those of the musical community, and has no musical expertise” (p. 43).  
According to Stebbins (2013), the conceptual developments within the SLP both 
concurrent with and subsequent to the Gates article and the Jorgensen critique, account 
for the concerns Jorgensen raised. The SLP, as it existed in 2016, did include a 
continuum similar to that advocated by Jorgensen: 
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Figure 6. SLP involvement scale – February 2014 version (Stebbins, n.d.-a) 
 Coffman (2006), in a study of community bands in Tasmania, claimed to be 
inspired by the leisure studies work of Stebbins and by Stebbins’s view of leisure as a 
vital aspect of human wellness. Coffman found that these community band participants 
displayed “perhaps all of the attributes of serious leisure” (p. 20) described in the SLP. 
Coffman compared the community music program that supported these ensembles to 
New Horizon programs. According to Coffman, the program allowed for an adult entry 
point into music participation and thereby removed some of the obstacles that either 
prevent individuals from participating in music or cause them to drop out. In later 
research, Coffman (2013) again turned to the SLP and Gates’s music participation 
typology as a means to compare community music and music education in search of 
common ground. The researcher speculated that community music, for most participants, 
falls more in line with casual leisure and the participant roles of recreationist and dabbler 
as described by Gates (1991).  
 Other studies have supported the efficacy of viewing musical pursuits through the 
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SLP. With regard to student persistence in music, Klickman (2014) used the SLP to help 
formulate a survey instrument in a study of factors influencing college students’ 
intentions to continue music participation after college. Klickman found a significant 
relationship between certain characteristics and outcomes of serious leisure and students’ 
intentions to continue in music. Juniu, Tedrick, and Boyd (1996) examined the line 
separating work and leisure by taking a look at amateur and professional musicians’ 
perceptions of music rehearsal and performance situations. According to the researchers, 
amateur musicians viewed both performance and rehearsal as leisure and were 
intrinsically motivated, whereas professionals viewed both as work and were motivated 
by extrinsic factors, such as financial compensation. These findings supported the tenets 
of both the SLP and Gates’ Music Participation Theory with regard to how both amateurs 
and professionals view their participation.  
Summary 
 Gates (1991) provided the first important adaptation of the SLP specific to 
musical engagement. Although not without challenge (Jorgensen, 1993), the potential for 
the SLP to provide important insights into adult music-making was apparent. In addition 
to potentially helping researchers and teachers understand the myriad ways individuals 
perceive their own music participation, the SLP may also provide insights into the ways 
in which those individuals are motivated to initiate and persist in music participation.  
Community Music 
 Defining what community music is can be difficult because the many ways of 
musical engagement seen in communities of people around the world are not only 
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diverse, but are constantly evolving. Elliott (2012) perhaps stated it best: 
For however and whenever [community music] is conceived and practiced, this 
elusive phenomenon continues to evolve and diversify locally and internationally 
to meet the changing needs of the people it serves and those it will serve 
tomorrow; it reinvents itself continuously in relation to the musics and 
technologies its practitioners and clients desire and appropriate; and, of course, 
[community music] matures constantly as [community music] facilitators deploy 
their creativity to reframe, adjust, combine, integrate, and overlap existing ways 
of empowering people to make music for the realization of its many “goods” and 
in the many ways that music making, music sharing, and music caring creates 
“community.” (Elliott, 2012, pp. 102-103) 
Due to this ambiguity, much of the literature pertaining to community music has 
been concerned, primarily, with defining or conceptualizing the term. By means of a sort 
of personal confession, Higgins (2002) acknowledged that many of his beliefs about 
community music were rooted in his native culture and experiences. He explored his own 
preconceived notions of what “community music” means and alluded to biases that could 
be rooted in an individual’s place of origin and personal history. Higgins went on to 
examine six case studies of community music-making spread across five continents in the 
hopes of finding delineations for the term, but admitted to it being a work in progress (p. 
12).  
Veblen and Bengt (2002), too, explored community music on an international 
scale. Veblen and Bengt discussed community music in terms of “opportunities for 
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[music] participation and education through a wide range of mediums, musics, and 
musical experiences” (p. 730) and described just a few of the myriad scenarios for 
community music-making. Multiculturalism and the idea that all people have musical 
ability was implicit in this conceptualization. 
Higgins (2012) acknowledged the continuing confusion about the definition of 
“community music” and reiterated the claims of many that “activities named community 
music are just too diverse, complex, multifaceted, and contextual to be captured in one 
universal statement” (p. 3). Higgins suggested “three broad perspectives of community 
music: (1) music of a community, (2) communal music making, and (3) an active 
intervention between a music leader or facilitator and participants” (p. 3). The first two of 
these perspectives underscore the cultural embeddedness of community music and the 
third, according to Higgins, represents “an approach to active music making and musical 
knowing outside of formal teaching and learning situations” (p. 4). Koopman (2007) 
identified three central characteristics of community music: (a) collaborative music-
making, (b) community development, and (c) personal growth (p. 153) and, like Higgins, 
underscored the potential for music education within the context of community music-
making. 
As further acknowledgement of the futility of trying coalesce a single definition 
for community music from the many ways people engage with music globally, Veblen, 
Messenger, Silverman, and Elliott (2013) compiled and edited a series of 20 essays from 
over 50 researchers focused on issues in community music. The compilation served, in 
part, to illustrate the many perspectives and meanings of community music. Although the 
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present study focused on a single facet of community music-making in one small area of 
the world, it is important to underscore and acknowledge community bands as part of a 
much larger and infinitely more diverse tapestry of musical engagement within 
communities of people.  
Research on Continuation of School Music Ensembles in Adult Life 
“Much of the current music education system [in the United States] has been 
dominated by three traditions: band, orchestra, and choir” (Higgins, 2012, p. 117). As a 
result, research on such ensembles, from beginning to professional level groups, 
permeates music education literature. Research that examines community-based 
ensembles akin to those found in schools does so in a variety of ways and from numerous 
perspectives. 
Bands. In terms of their role in culture and education, American wind bands have 
their histories well documented (Battisti, 2002; Cox & Stevens, 2010; Hansen, 2005; 
Leglar & Smith, 2010). According to Goldman (1961), the modern wind band began as 
early as the French revolution. Soon thereafter, in 1798, wind band development began in 
the United States with the creation of the United States Marine Band (Battisti, 2002, p. 
6).   
The transition of wind bands from a primarily military function to a popular civic 
entertainment and then to one of the most prevalent modes of music education in the 
United States happened gradually. According to Abeles, Hoffer, and Klotman (1995), the 
post-World War I popularity of bands, like those led by John Philip Sousa, made school 
band instruction possible (p. 17). In a like manner, the popular touring bands of the early 
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twentieth century gave rise to amateur community-based bands across the country—a 
tradition that continues today. Although faced with a number of challenges ranging from 
shrinking audiences with the introduction of new technologies in the early twentieth 
century (e.g., radio, recorded performances) to a shortage of instruments due to the 
rationing of metal during the World War II era, community-based bands have remained a 
cultural institution (Hartz, 2003). 
The majority of literature related to community bands of the type central to the 
present study concentrates on adult motivation and other factors influencing participation. 
Heintzelman (1988) documented the structure of 347 community bands across the United 
States and studied their members to determine a demographic profile and reasons for 
participation. Findings of this study, related to participant motivation, indicated that 
subjects were influenced to participate primarily by what Heintzelman referred to as 
“positive musical-oriented motivations” (p. 91).  
Contrary to these findings, in a study by Cavitt (2005) of 10 community bands, 
enjoyment, fun and social interaction were found to be the primary motivators for 
participation. The participants in a study by Coffman (2006) reported that the social 
aspect of community band participation was the most important factor in their decision to 
participate. Taylor (2012), in a study of a single community band in Louisiana, found 
that, among the 37 members interviewed, the act of making music was valued most, but 
that social factors such as membership in the group were expressed values. King (2009) 
also found that musical factors such as love of music and need to express themselves 
musically were strong motivators for community band participation. 
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Several comprehensive profiles of community bands and their participants exist in 
the literature. Of particular interest are studies by Bowen (1995), Spencer (1996), and 
Mantie (2012c) as have similar foci to this study and, as such, help provide a basis for 
comparison for this study. Bowen (1995) examined 14 adult community bands sampled 
from among those found in Alabama, Georgia, and Florida and compiled profile 
information (e.g., level of education, ethnicity, gender, musical experience, primary 
instrument, school music participation level, factors influencing participation) as well as 
factors affecting continued participation. Demographically, Bowen found that, among 
participants, men outnumbered women two to one. Half were found to have earned a 
college degree and half had majored in music at some point during their college career. 
Minorities were underrepresented among participants.  
Spencer (1996) collected survey responses from 1,725 members of 74 adult 
community bands that were members of the Association of Concert Bands. Demographic 
information indicated that one-third of respondents were between 36 and 50 years old and 
an additional 27.8% were over 50. More than half were employed professionals or white-
collar workers and nearly 75% were college graduates. No information pertaining to race 
was reported. Spencer’s primary focus was to gauge participant attitudes toward 
membership in terms of perceived rewards as well as motivations for continued 
participation. 
Mantie (2012c) created a profile that described participant characteristics and 
reasons for participation among the memberships of nine community bands in the 
province of Ontario, Canada. According to Mantie:  
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The “typical” survey respondent was over 45, physically healthy, white, 
nonsmoker, nondrinker, churchgoer, well educated, upper-middle class, married 
with children, active in the community, studied piano and sung in choir at some 
point, learned their instrument in school, enjoyed classical music, and chose to 
play for both musical and social reasons. (p. 27) 
Mantie expressed two areas of concern for school band directors. First, only 73% 
of respondents indicated that their school music experience had prepared them for 
community band participation. Secondly, Mantie found that only 66% of respondents 
indicated that they had learned to play their instrument in school. According to Mantie, 
these findings indicated that school bands suffer from a distortion of purpose and that “if 
carryover [from school bands to adult community bands] is considered unimportant by 
music educators, then perhaps school music offerings should not take the form of large 
ensemble wind bands” (p. 37). 
 Studies on community bands have extended across the world. In one such 
example, Sheldon (1998) profiled five Japanese community bands and their participants. 
Sheldon noted the similarity of findings in the study to those noted in similar studies of 
American community bands. Contrary to the findings of Mantie (2012c), however, a 
strong majority (73%) of participants (N=165) in these Japanese ensembles was between 
20 and 34 years old and very few (8%) were 35 or older. Kostagiolas et al. (2015) 
examined a single community band in Greece and, along with developing a profile of 
participants, studied music information seeking behavior of participants. These 
researchers found that participants were not interested in community band participation 
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simply for entertainment purposes, but were also engaging for educational purposes. 
 By comparing findings from studies focused on other community music 
ensembles (e.g., community choir, community orchestra) and those focused on band, it 
can be determined which phenomena may transcend the ensemble type and which may be 
isolated to participants in community band. Subsequently, causes of any disparities might 
be more fully explored in future research. As such, I have included a review of research 
literature on community choirs and orchestras that bore similarities to my investigation. 
Choirs. In the United States, community choirs, like choirs found in schools, can 
trace some roots to congregational singing in churches throughout colonial America (Cox 
& Stevens, 2010, p. 123). Formalized choral singing in church and school settings grew 
from the mid-1700s through the emerging singing schools and, by the mid to late 1800s, 
by music instruction as a part of compulsory education (Abeles, 1995). There can be little 
doubt of the prevalence and impact of informal, folk singing traditions of early European 
settlers and African Americans, other “imported” traditions, and those of Native 
Americans. These traditions had been a part of the American cultural landscape for 
centuries (or millennia) before being documented by people like John and Alan Lomax 
(Kingman, 2003).  
 Community choirs, like community bands, have received much attention in the 
literature and, in many cases, studies have shown strikingly similar purposes and results 
to those focused on band. In one such study, Tipps (1994) employed a survey design to 
gather information on participants in community choir participants in three states in the 
U.S. The information was used to create a profile of participants in terms of both 
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demographics and musical backgrounds. Demographic findings indicated that female 
participants outnumbered male participants two to one, 95% of the 435 community choir 
participants in the study were white, and that 74% had earned a bachelor’s degree or 
higher. Although these gender demographics differed from what was found to be the case 
with community bands, the race and sociodemographic data were very similar.  
 Vincent (1997) studied community choirs of Kentucky in order to create a 
demographic and musical background profile and to determine influences and 
motivations for continued participation. Vincent found that the 631 Kentucky community 
choir members studied were predominantly white, middle to upper income, and well 
educated. Vincent also found that the majority of participants (67.8%) were over age 40 
and that two-thirds of participants were female. Motivations to continue singing and to 
participate in community choir, according to Vincent’s findings, were love of singing and 
the beauty of music. Again, demographic findings, gender data withstanding, was very 
similar to those found in studies of community band. 
 Bell (2004) also performed an extensive demographic profile of community choir 
participants and included a summary of findings pertaining to key demographic variable 
(e.g., gender, age, education level, race, income, school music background) from several 
earlier studies. Bell identified a gradual shift in certain demographic profile variables 
over time. For example, according to Bell, the age of singers in community choirs has 
shifted from a majority under 40 to a majority over 40 since the 1960s. Bell also noted 
that minorities were disproportionately underrepresented in community choir and, similar 
to earlier studies (Tipps, 1994; Vincent, 1997), found that female participants 
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outnumbered male participants two to one in adult community choirs.  
In a subsequent study, Bell (2008) outlined threats to community choir. Bell was 
critical of a sense of elitism and lack of respect for amateur singers that Bell perceived to 
have developed over time in community choirs. Bell examined the phenomenon through 
a series of mini case studies and argued that these “semi-elite performance machines 
[were] no longer characteristic of the community” (p. 229). Bell went on to urge the 
conductors of community choirs to set a democratic tone for their ensembles, to 
demonstrate an understanding of the value of amateur musicians, and to continue to 
provide an outlet for lifelong engagement in music learning and performance. 
 Motivation to participate in community choir has also received attention in the 
literature. Redman (2016) studied  motivational factors related to participants’ decision to 
join community choir and maintain their membership. Similar to the findings of Vincent 
(1997), Redman found that individuals were drawn to community choir participation 
through aesthetic motivation. Adversely, the perceived lack of aesthetic beauty was found 
to be a primary motivation for choir members to cease participation. Redman asserted 
that one primary implication of the study was to underscore the importance of literature 
selection for community choirs. 
Langston and Barrett (2008) investigated the ways social capital manifests in 
community music by performing a case study on a Tasmanian community choir. Their 
findings revealed the presence of social capital indicators (e.g., fellowship, trust, shared 
norms and values, networks, knowledge resources, contact with families and friends, and 
civic and community involvement) in community choir participation (p. 118). Similar, in 
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many ways, to themes present within the SDT concept of relatedness, Langston and 
Barrett’s study revealed how integral social interaction and connectedness are to 
community choir participation and to the motivation to join and continue participation. 
 Orchestra. Community orchestras in America, in all likelihood, grew out of the 
popularity of touring professional European orchestras and the emerging American 
orchestras of the 1800s (Spitzer, 2012, pp. 19-21). According to Spitzer (2012) these 
early American orchestra were initially a mix of amateur and professional musicians, 
especially outside of larger cities. Like those studies I have reviewed pertaining to 
community band and choir, research in the area of community orchestra often contains 
similar themes (e.g., participant motivation, demographics, musical backgrounds, benefits 
to participants).  
Like in community band and community choir, participant motivation has been a 
focus of research in community orchestra as well. Shansky (2010) performed a case study 
of adult motivations to participate in community orchestras and discovered, primarily, 
musical motivations to participate (e.g., love of playing, need for musical challenge). 
Shansky also identified one motivation, dedication to the ensemble, which suggested a 
social impetus for participation. Shansky questioned why, given their prevalence in the 
United States, more young people were not drawn to participate. Further, Shansky 
encouraged music educators to assist students in engaging with these groups prior to 
leaving formal schooling.  
The wellness of community musicians has also received attention in the literature. 
Health musicking has been defined by Bonde (2011) as “the common core of any use of 
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music experiences to regulate emotional or relational states or to promote wellbeing, be it 
therapeutic or not, professionally assisted or self-made” (p. 121). This topic was 
particularly relevant my investigation as I, too, sought to investigate the influence of 
adult musical engagement on participants’ wellbeing. The concept of health musicking 
was explored within the context of community orchestra by Goodrich (2013). Goodrich 
explored the topic as a means to address student discontinuation of music participation 
upon leaving school and the potential subsequent crisis of relevance faced by music 
education as an institution should no real connection from school music to adult life exist. 
Goodrich found that community engagement and “music is healing” (i.e., to the 
performer, to audiences) constituted two ways for school ensemble music to remain 
relevant. 
Just like in the area of community band and choir, profiling participants has been 
the aim of some research into community orchestra. In a study of community orchestras 
in Texas, Brown (2016) sought to create a demographic and musical profile of 361 
participants, a theme, as mentioned before, common to research in community bands and 
choirs. Similar to the findings of related band and choir studies, Brown found that, with 
regard to demographics, community orchestras in Texas were “overwhelmingly white,” 
well educated (over 87% had earned a bachelor’s degree or higher), and over 40% of 
participants individually earned $50,000 or more annually (pp. 133-134). The musical 
background profile compiled by Brown demonstrated a great deal of diverse musical 
experiences among participants. One implication of the study, asserted Brown, was that 
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“the future of school music education is dependent on the continuance of music-making 
into adulthood” (p. 147). 
 Bridging the gap between school and community music. Myers (2008a) was 
critical of American school music programs claiming that the overwhelming majority of 
these programs had lost sight of any sense of connection to lifelong musical engagement. 
Myers urged that such nearsightedness endangers and imperils the school music 
paradigm and that mitigation of the situation might occur through partnership with 
community music entities (p. 49). Higgins (2012) expressed similar sentiment and argued 
that the energies of too many school music programs were taken up with competition and 
the overwhelming rehearsal schedule such a focus demands (p. 119). The result, 
according to Higgins, is a student who, once graduating from these competitive 
environments, finds few opportunities for continued engagement, and ceases to find value 
in musical activity. 
A number of studies, however, have tried to emphasize the commonalities 
between school and community music-making with, among other goals, the aim of 
bridging the perceived gap between these practices. Beynon and Alfano (2013) illustrated 
an intergenerational approach to music-making and music learning through two case 
studies of music education situations in which such an approach had been implemented 
and was successful. Beynon and Alfano found that, in such situations, people of all ages, 
were able to work and learn together and build mutual respect that was in no way 
hampered by age stereotypes. The authors go on to imply that public school situations for 
music education might improve if this type of intergenerational, community music-
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making were embedded in curricular practice. This echoed Flowers and Murphy (2001) 
who asserted that “music educators have an opportunity in extending their services to 
older adults who represent a vital musical community. Older adults can serve as 
resources...[for] the function of music throughout life and its implications for musical 
goals and curricula in the schools” (p. 32).  
Chong et al. (2013) examined school and community partnerships on three 
continents. Like Beynon and Alfano, Chong et al. reported the benefit of 
intergenerational approaches to community and school partnerships and stressed the 
mutual rewards of such partnerships: engagement with the community, mutual support, 
and reinforcement of the school learning environment. Likewise, Robinson (1998), in a 
case study situated in the partnership developed between the Eastman School of Music 
and the Rochester (NY) City School District, profiled a flourishing school/community 
partnership that engaged participants of all ages. Mitchell urged that, although this 
particular partnership was a successful and a worthy model, other such collaborations in 
other locations would, by necessity, have unique challenges and would require 
customization “based on the specific strengths and resources available in its individual 
local context” (p. 38).  
Schippers and Bartleet (2013) urged that “[music] educators in schools should be 
encouraged to consider ways in which local community activity can assist in curricular 
implementation” (p. 469). The partnership described by Schipper and Bartleet was not 
one-sided in terms of benefit, however, and the researchers suggested that school 
administrators should consider allowing community music entities the use of facilities 
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and equipment. The authors advocated for the development and implementation of 
policies or a “code of conduct” (p. 469) for community music ensembles to bring 
consistency and predictability to such relationships.  
Summary 
 Although the definition of community music is elusive (Higgins, 2002, 2012), it is 
clear that music in communities around the world is diverse and exists to fulfill a variety 
of roles and purposes (Veblen & Bengt, 2002; Veblen et al., 2013). Although many of 
these types of community music do not closely resemble those found in school music 
classrooms, types that are closely related are not uncommon, particularly band and choirs 
(e.g., Bell, 2004; Bowen, 1995; Heintzelman, 1988; Spencer, 1996; Tipps, 1994).  
Research into these types of ensembles has focused primarily on who participates in them 
(e.g., Bell, 2004; Bowen, 1995; Brown, 2016; Heintzelman, 1988; Mantie, 2012c; 
Sheldon, 1998; Spencer, 1996; Tipps, 1994; Vincent, 1997) and on why participants 
choose to participate (Cavitt, 2005; Coffman, 2006; Heintzelman, 1988; King, 2009; 
Redman, 2016; Shansky, 2010; Taylor, 2012; Vincent, 1997). The implications of 
knowing these demographic variables and participant motivations are extensive, but a gap 
exists in the research as it pertains to the most effective means of affecting transition to 
adult music-making and most profiles go no more in depth than sociodemographic 
statistics. Further study of community music organizations that are akin to the prominent 
types of school music-making (e.g., band, choir, and orchestra) may provide vital clues to 
the problem of adult attrition in music. 
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CHAPTER 3: METHODS 
 This chapter presents an overview of the methods used of this study. I outline the 
design of the study followed by a summary of the process used for participant selection 
and recruitment. A description of the sample and a report of the response rate is then 
provided. Next, the measures employed and procedures implemented for data collection 
are explained. Finally, a synopsis of the analytical methods used to examine collected 
data is presented. 
 The methods used for this study were selected to address five research questions:  
1. Who participates in Kentucky community bands? 
2. What patterns may exist in the community band members’ music 
participation? 
3. Why do band members participate and what do they gain? 
4. In what ways do people feel their high school and community band 
experiences could have been/could be improved? 
5. What insights or advice can community band members share with high school 
directors seeking to facilitate a transition to lifelong music-making for their 
students? 
Study Design 
In order to address the five research questions, multiple methods were employed. 
Quantitative methods were used to collect and analyze data pertaining to socioeconomic 
demographics, motivational styles, subjective task value, subjective wellbeing, and needs 
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fulfillment. These methods helped directly address questions pertaining to who 
participants were, why they participated, and what their musical engagement looked like.  
Qualitative methods were used to obtain insights into participants’ perceptions of 
high school and community band, to allow participants to provide feedback on their 
experiences, and to make suggestions to school band directors to help with the problem 
of attrition at graduation. These methods also assisted in determining what participation 
patterns existed among participants and what participants gained from their involvement. 
Primarily, however, these methods provided the opportunity for participant free response 
on the topics of improving high school and community band experiences and providing 
suggestions to high school directors to help with the problem of attrition of music 
students after graduation. 
Although not a traditional mixed-methods approach per se, in the sense that the 
quantitative and qualitative elements are not used to examine the same data, multiple 
methods nonetheless were deployed. Thus, the design of the study and the selection of 
methodological tools is pragmatic and adopted a mix of established quantitative measures 
as well as qualitative data as appropriate to the various research questions. Given the 
amount of data necessary to effectively employ these methods and to address the research 
questions, a cross-sectional survey design was most advantageous. Such a design allowed 
for inferences to be made about Kentucky community band participants. 
This study was exploratory and descriptive in nature and appropriate for 
understanding a range of sociodemographic and personal characteristics of people who 
participate in community bands due to the inclusion of both quantitative and qualitative 
  
60 
methods to describe participants. I sought to describe this population using a variety of 
methods in order to create a participant profile that was richer and fuller than a cursory 
demographic description. These methods also allowed me to provide a forum for 
participants to share, in their own voice, advice and insights about topics relevant to 
community band participation. This pragmatic design has potential value for a number of 
stakeholders in community band. Figure 7 illustrates the facets of this investigation: 
 
 
Figure 7. Diagram of profile aspects in the present study 
 Exploring each of these explored facets helped to address my research questions 
and, by extension, the purpose of this study. Investigating the sociodemographic 
information and the musical backgrounds of participants allowed me to begin to describe 
who participates in Kentucky community bands. To determine what participation patterns 
might exist among community band members, I explored their current musical activity. 
To investigate why band members participated, I examined their motivational styles and 
searched for relationships with these styles, their perception of their own wellbeing, and 
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the fulfillment of their need for autonomy, competence, and relatedness. Reviewing 
participants’ insights into their current musical activity also helped me to address why 
band members chose to participate, but also provided important feedback to, for example, 
community band directors or those planning to start a community band. Retrospective 
reflections of high school band experiences help to elucidate what aspects of high school 
band might be most lasting and memorable to band members once they leave high school 
In addition, these reflections underscored ways that high school band might improve to 
give students the best possible experience and, potentially, influence students’ 
participation decisions beyond high school. 
Participants 
Identification of Sites 
Kentucky was selected as the site of this study for a number of reasons. First, the 
school band programs in Kentucky represented a wide diversity of band sizes, levels of 
development, and organization formats. Kentucky also had a sufficient number of active, 
thriving community bands on which to focus. Inherently, given my own affiliation with 
the state music educators association, the selection of Kentucky as the site of my study 
yielded practical advantages to the recruitment of study participants as well. These 
advantages took the form of access to resources through my connection to the Kentucky 
Music Educators Association (KMEA) and to a network of music educators across the 
state, as well as (in some cases) my professional acquaintance with some of the 
community bands’ directors and members. 
As a first step toward identifying specific research sites within the state, I 
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contacted administrators at the KMEA office in Richmond, Kentucky. KMEA had 
already created a comprehensive, if not exhaustive, list of community bands in the state 
which included primary contact information for each ensemble. The KMEA website 
(www.kmea.org) listed 22 community bands on the organization’s Related Links page. In 
order to ensure that participants were members of ensembles closely resembling school 
bands, and to avoid problems with data collection or potential integrity issues with the 
data, I approached band members from well-established community bands whose 
membership was open to all who wished to participate. To aid in this determination, I 
sought the help of the administration of KMEA as well as the insight of experienced 
Kentucky music educators. Criteria for determining how well-established an ensemble 
was included (a) total membership, (b) number and type of public performances, (c) 
ability to perform medium to advanced repertoire (grades 3-6), and (d) having complete 
or near complete standard instrumentation. 
A cursory investigation of the bands listed on the KMEA website allowed two 
bands to be immediately excluded because they were ensembles operating outside of 
Kentucky (one in Ohio and one in Indiana). Subsequently, I discovered that three bands 
listed were inactive, one was a church ensemble, one was an adult beginners’ ensemble, 
and one had membership requirements so restrictive as to preclude them from being 
considered a community band. After these initial exclusions, there were 14 bands 
remaining on the KMEA list that met the inclusion criterion for this study. Additional 
investigation revealed three eligible community bands that had not previously been listed 
on the KMEA website for a total of 17 eligible community bands active either year 
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around (n = 13) or during the summer months only (n = 4). Once this list of target 
ensembles was populated, all ensembles listed received an invitation to participate in the 
study. Follow-up email communication and personal phone calls were made as deemed 
necessary to increase the number of ensembles used for data collection. Of 17 ensembles 
initially identified and contacted, 14 responded favorably to solicitation. Follow-up 
attempts at soliciting the other three went unanswered.  
KMEA has divided the state into 12 districts. Figure 8 represents the districts of 
Kentucky in which one or more community band operated at the time of data collection: 
 
Figure 8. Distribution of Kentucky community bands by KMEA district. 
The 14 participating ensembles represented 82% of the total number of community bands 
meeting inclusion criteria. The included bands were located in both rural and urban 
settings and in areas representing a broad range of socioeconomic diversity. They were 
distributed across all geographic regions of Kentucky and were found in seven of the 
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twelve districts into which KMEA has divided the state. Given these factors, a sample of 
participants from these ensembles was likely to be representative of community band 
participants across the state.  
Recruitment of Participants 
To be included in this study, participants had to be adult playing members of one 
or more of the 14 participating community bands. To aid in the solicitation of 
participants, I developed a study flyer for distribution at each of my personal rehearsal 
visits and through the study website (see Appendix A). The information presented on the 
study flyer included the purpose of the study, information on my background, my contact 
information, assurances of confidentiality, instructions on how to access the survey 
online or how to submit the hard copy of the survey, as well as an estimate of how long 
the survey would take to complete and a desired timeline for completion. Due dates on 
printed flyers were altered over the course of the collection window to allow participants 
of each band the same approximate time to respond to the survey. 
I designed a website to include all the information found on the study flyer that 
was distributed to participants as well as to provide more information about the study 
supervisor and myself, to give participants a convenient means for contacting me, and to 
give participants access to the online survey. By creating this website, I provided more 
information to study participants and allowed for greater ease of access through the use of 
a hyperlink to the survey as opposed to a complicated, lengthy URL. 
Measures 
I employed a self-designed, group-administered survey as the primary research 
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instrument of this study. I created an online version using Qualtrics survey software and 
also a hardcopy version with identical content to provide community band members 
participation options and to circumvent any issues members might have with access or 
the use of technology. The full list of survey items as they appeared in both the hardcopy 
and online versions of the survey are listed in Appendix B. The survey was divided into 
sections of questions designed to address each of the study’s research questions. Types of 
questions included multiple choice, open-response, and seven-point, Likert-type scales. 
In cases where the choice of a seven-point rating scale was at odds with models used for 
question design (some original sources featured 5-point scales), I opted to use the seven-
point scale for uniformity throughout my survey instrument. Though there were contrary 
opinions on the use of scales of various points, Dawes (2007) asserted that “5- and 7-
point scales can easily be rescaled with the resultant data being quite comparable” (p. 61).  
Who Are the Participants? 
 Sociodemographic information. Following an initial consent notification and 
survey instruction page, the first section of the survey instrument included questions 
intended to gather a variety of demographic information. Included in this section were 
inquiries into participant gender (i.e., male, female, prefer not to say), age (years), 
ethnicity (i.e., white, Hispanic or Latino, black or African American, Native American 
Indian, Asian, Pacific Islander, other) employment status (i.e., full time, part time, 
unemployed, retired, other), education level as well as socioeconomic questions 
pertaining to household income. Sociodemographic questions were modeled on those 
used by Mantie (2012c) and Cavitt (2005).  
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 Musical backgrounds. Also modeled in part after questions found in Mantie 
(2012c) and Cavitt (2005), 11 items were used to determine the musical backgrounds of 
participants. I asked band members to report the number of years of instrumental training 
they had received as part of their primary, secondary, or collegiate studies as well as how 
many years of private lesson instruction they may have had. In addition, I asked if they 
were pursing or had earned a music degree and to give an account of how long they had 
participated in community band(s) (i.e., less than one year, one to three years, four to six 
years, seven to ten years, over ten years).  
I asked participants how many people were in their high school band and 
provided an open-response prompt that requested that they “list any musical experiences 
[they] have had outside of school band participation and how many years [they had] 
engaged in these activities.” Three Likert-type scales prompted participants to provide 
insight into the playing level of their high school band (e.g., “the playing level of my high 
school band was very high”) and a self-assessment of their own playing level in 
comparison that that of their high school band (i.e., “relative to my abilities, my high 
school band was far below my level”). Finally, I asked band members to report on the 
longest period of time they had gone without participating in a concert band since 
graduating high school. I gave members an open-response opportunity to describe 
reasons for any participation gap.  
What are the Patterns of Their Musical Activity? 
Current Musical Activity. I presented seven items to participants to determine the 
various musical activities in which participants engaged concurrent with their community 
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band participation and to provide insight into their dedication to their community band 
participation. First, I asked participants to indicate their primary community band 
instrument. Then, I asked if they worked in or were retired from a music-related 
profession. If they responded in the affirmative, they were prompted to describe the 
nature of this current or previous employment. Two questions were then presented asking 
participants to report on their attendance habits with regard to their community band 
rehearsals and performances (expressed in terms of a reported percentage where 100% 
equated to perfect attendance).  
Next, I asked participants if their community band was the only musical ensemble 
in which they were currently participating. If answering in the negative, participants were 
prompted with an open-response question asking them to describe other ensembles in 
which they were active. These questions, several of which were adapted from or modeled 
after Mantie (2012c) and Cavitt (2005), along with some aspects of responses to the 
musical background open-response question (i.e., “list any musical experiences…outside 
of high school band…”) revealed much about the musical activity of Kentucky 
community band participants. 
Serious leisure typology. As described earlier, serious leisure was defined by 
Stebbins (2007), as the “systematic pursuit of an amateur, hobbyist, or volunteer core 
activity sufficiently substantial, interesting, and fulfilling in nature for the participant to 
find a career there acquiring and expressing a combination of its special skills, 
knowledge, and experience” (p. xii). In order to gain greater depth and a broader context 
for a participant profile, I asked study participants questions aimed at determining their 
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self-perceived placement along the SLP continuum. This self-reported typology was also 
supported by participant responses to other questions and prompts found within the 
survey instrument (e.g., rehearsal and performance attendance self-assessment, Likert-
type scales and open-response questions pertaining to aspects of community band valued 
by participants).  
I asked participants to categorize their musical involvement according to the 
following labels and descriptions: 
• Professional musician (e.g., those earning a living wage from a music 
profession) 
• Apprentice musician (e.g., those working to enter a music profession) 
• Amateur musician (e.g., strong player, serious about music activity, not 
seeking a music profession, but may occasionally get paid to perform) 
• Hobbyist (e.g., serious about musical activity and performing well, but 
motivated more out of enjoyment, sense of fun, or social aspects like 
friends) 
• Recreationist (e.g., views musical activity as fun – not particularly serious 
about practicing or improving musically, but enjoys various aspects of 
musical activity) 
• Dabbler (e.g., curious about music participation and engages as long as 
musical activity is enjoyable – participation may be periodic/sporadic 
based on convenience/mood) 
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Why Do They Participate? 
 Participants’ motivations to be members of Kentucky community band was 
interesting for a variety of reasons. If one accepts lifelong music participation as a desired 
end of music education, then understanding the motivations of adult musicians can help 
facilitate lifelong engagement by supporting those motivations in community ensembles. 
In addition, school band directors might be able to use an understanding of these 
motivations to foster similar feelings in their students. 
What is valuable about community band participation? A self-designed series of 
18 Likert-type scales came next and began an exploration of what community band 
members valued about their participation. Statements to which I asked participants to 
respond (scale of 1 to 7, “not at all important” to “extremely important”) included a 
variety of aspects of community band (e.g., repertoire, social interaction, challenge, 
musical growth, enjoyment). Subsequently, an open-response prompt allowed for 
feedback on this topic in participants’ own words. I asked participants to describe what 
they felt was most important or things they liked best about community band 
participation. Then, I asked them to describe things that might improve their community 
band experience. In addition to these direct inquiries, other survey items indirectly helped 
to illustrate what participants valued about community band or music in general (e.g., 
open-response prompt asking participants how community band could improve, 
subjective task value scales). 
Subjective task value. Included next in this section were four Likert-type scales 
developed to assess subjective task value. These items (e.g., “Music is important to me”), 
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based on Eccles (2005), prompted participants to indicate the degree to which they found 
music to be important, useful, interesting, and enjoyable (scale of 1 to 7, “completely 
false” to “completely true”). The use of STV assessment had previously been used in a 
musical context by McPherson & O’Neill (2010). These four scales were designed to 
gauge the value community band members placed on music in their own lives. 
Importance of music education for children. As an additional indicator of the 
degree to which participants valued music, I presented four statements to gauge the 
degree to which participants felt music was an important experience for children to have. 
These statements addressed the importance of music in schools (i.e., “I believe music 
should be in the school curriculum”); participants’ willingness to provide music to their 
own real or hypothetical children (i.e., “I would provide music lessons to my children”); 
access to music education for children (i.e., “I think children should have an opportunity 
to learn music”); and the overall importance of music to the growth of child (i.e., “Music 
is an important part of a child’s upbringing”).  I adapted these statements from a study by 
Evans (2009) who investigated a variety of influences on music participation choices. 
Using Likert-type scales, respondents rated each statement by how true they felt it was 
(scale from 1 to 7, “completely false” to “completely true”) 
Psychological needs fulfillment. I presented participants with series of 12 Likert-
type scales, adapted from the Basic Psychological Needs Scales (BPNS) employed by 
Chen et al. (2015). These items were designed to assess the fulfillment of the basic 
psychological need for competence (e.g., “I feel capable of what I do in this community 
band”); autonomy (e.g., “I feel my decisions in this community band reflect what I really 
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want”); and relatedness (e.g., “In this community band, I feel connected with people who 
care for me and for whom I care”). For each of these basic psychological needs, I 
presented four items and asked participants to indicate how true or false they found each 
statement to be (scale of 1 to 7, “completely false” to “completely true”).  
Wellbeing. For the purpose of evaluating one potential benefit of community band 
participation, I presented band members with statements and corresponding Likert-type 
rating scales adapted from the Subjective Vitality Scale (VS) developed by Ryan and 
Frederick (1997). Each item addressed the perceived vitality of participants (e.g., “I look 
forward to each new day”). One negatively worded item (i.e., “I don’t feel very 
energetic”) from the original seven-item list was removed due to its impact on instrument 
validity. According to by Bostic, Rubio & Hood (2000), who tested the original set of 
items against a set that excluded the negatively worded item, found that the exclusion of 
this item produced a model that was a better fit for the data (p. 321). The resulting list of 
six items allowed participants to indicate the degree to which they found each item true 
or false (scale of 1 to 7, “completely false” to “completely true”).     
Motivation. A series of 12 Likert-type scales, modeled after those used by Ryan 
and Connell (1989) and adapted to a musical context by Evans and Bonneville-Roussy 
(2016), helped to categorize the types of motivation at play in members’ decision to 
participate. Four types of motivation were assessed using four items each: Intrinsic 
motivation (e.g., “I love playing in band), identified motivation (e.g., “I think this is 
important”); introjected motivation (e.g., “So people will think I am a good person”); and 
extrinsic motivation (i.e., “Because I have to”). Each item began with “I am involved in 
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this community band…” and finished with a statement specific to each style of 
motivation. Participants responded according to how true or false they found each 
statement to be (scale of 1 to 7, “completely false” to “completely true”).     
What Do They Have to Say About Their Band Experiences? 
 I gave participants the opportunity to respond to a series of survey items designed 
to collect information about band member’s perceptions of their community band 
experiences and of their past high school band experiences. In addition to a several 
statements to which participants were to respond using Likert-type scales, I presented 
participants with open response prompts. These prompts allowed participants to explain 
and describe, in their own words, aspects of their community and school band experience. 
Retrospective reflection on high school band. Likert-type scales used for 
determining participants’ musical background also served to provide some insight into 
their high school band experience (e.g., “the playing level of my high school band was 
very high”). I asked respondents to indicate how true or false they found each statement 
to be (scale of 1 to 7, “completely false” to “completely true”). To expand on this line of 
inquiry, I designed an open-response prompt that asked participants to “describe things 
[they felt] would have improved [their] high school band experience.” This type of 
retrospective inquiry in which participants are asked to reflect on and evaluate past 
musical experiences has had precedent in the literature (e.g., Arasi, 2006; Flowers & 
Murphy, 2001; Turton & Durrant, 2002). 
Director encouragement. In order to ascertain whether or not participants’ high 
school band director(s) had actively tried in some way to promote continuing in music 
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beyond graduation, I designed a series of five Likert-type scales. I asked participants to 
indicate the degree to which their high school director(s) had informed (i.e, “My high 
school band director(s) frequently made me aware of community band opportunities”) or 
encouraged (i.e., “My high school band director(s) strongly encouraged me to play in a 
community band”) them with regard to membership in a community band. I presented 
two similar items pertaining to playing music in college. The final statement inquired 
about the degree to which the director(s) had “expressed a strong desire for students to 
continue playing after graduation” from high school. I asked participants to indicate how 
true or false they found each of these statements to be (scale of 1 to 7, “completely false” 
to “completely true”).  
Improving the community band experience. I designed an open-response prompt 
asking participants to “describe things [they felt] might improve the experience of 
participant in…community band.” This prompt directly addressed one of the primary 
research questions of the present study, but it also indirectly provided insight into what 
participants value about their participation. In addition, the prompt was included for its 
potential to inform practice. 
What is Their Advice for High School Directors? 
A final open-ended prompt gave participants a chance to share advice with current 
high school directors about strategies for facilitating a transition to adult music-making 
for their students. I designed this exploratory prompt to fulfill a variety of purposes. First, 
it allows participants, in their own words, to address the critical issue of attrition from 
active music participation after high school graduation. Secondly, responses were likely 
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to reveal indirect evidence of participant values as they pertain to band participation. 
Finally, responses could be used to inform practice and would potentially be of value to a 
variety of community band stakeholders. School band directors might be influenced to 
make changes to current practices or implement new strategies to assist students with the 
transition to adult musical life, for example. 
Procedures 
IRB approval was requested and approval given to conduct this study. My 
collection window was to begin in October 2015. An initial contact was made with the 
director or primary contact of each community band via email, phone call, or Facebook 
message. I provided a brief overview of the purpose and scope of the study and requested 
five to ten minutes of rehearsal time in order to invite the membership to participate in 
the study. Of the 17 band directors contacted, 14 responded favorably to participation and 
three either did not respond at all or responded favorably at first but did not respond to 
follow-up communications and requests for scheduling visits or an electronic 
communication. For those ensembles that were active year around, a rehearsal time and 
date was set for a participant recruitment visit. Between October 8th, 2015 and November 
16th, 2015, I visited the rehearsals of 12 Kentucky community bands. The remaining two 
ensembles were active only in the summer and so were not actively having rehearsals 
during my October through November collection window. In both of these cases, I sent 
an electronic invitation to both ensemble’s memberships through the directors of both 
bands.  
The visits consisted of me being introduced to the ensemble by the director.  
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Following a brief personal introduction, I presented the study and provided a brief 
overview of the purpose of the inquiry. I distributed study flyers that provided more 
specific study information (see Appendix A), answered potential questions, gave an 
initial deadline for submitting the survey, and provided the URL to the online version of 
the survey. I also provided hardcopies of the survey (see Appendix B). Participants were 
told that, if they chose to use the hardcopy of the survey, they could mail it in on their 
own or bring it to their community band director at their next rehearsal. I left a postage-
paid mailer with each director to be used to return any submitted hardcopies. I accepted 
and answered any questions band members had. Primarily, questions seemed to 
demonstrate members’ interest in other community bands in the state. They often asked 
how many bands I was studying or had found and how large the other community bands 
were. To incentivize participation in the study, I offered to provide preliminary survey 
results to subjects who signed the consent form found in the survey and then provided a 
valid email address. 
Following recruitment visits or, in the case of the summer only groups, initial 
electronic contact, I followed up with an electronic note of thanks and study website link 
reminder (see Appendix E). These were distributed, when applicable, through each 
director’s membership email distribution list and social media (i.e., Facebook) page. 
After a period of a week, a final reminder email and social media post was sent. Each 
community band was given a deadline for submission (printed on the study flyer) that 
was adjusted slightly over the course of the collection window to allow each band’s 
members the same approximate window of time to complete the survey. The online 
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survey was left open for one additional week following the final presented deadline to 
allow for late submissions. The first electronic submission was received on October 8th, 
2015 and the final online response was received on November 30th, 2015. Only six 
individuals elected to mail a hardcopy survey response.  
Description of the Sample 
The memberships of 14 active Kentucky community bands were solicited to 
participate in this study. Based on the members present in rehearsal for my visits and, in 
the case of the two bands contacted electronically, based on the members listed on the 
director’s email distribution list, approximately 525 people meeting inclusion criteria 
received an invitation to participate in this study. Electronic responses were received 
from 243 members and mailed responses were received from six members.  
Upon review of the 249 responses received, 31 total responses were removed 
from the study. Of these, 21 responses were removed because they were incomplete. In 
most of these responses, participants had only responded to a single question pertaining 
to the name of their community band. Three more responses were invalidated because 
they had been submitted by high school students and, as such, fell outside the parameters 
of this study. An additional five responses were removed because they were received by 
individuals who were not members of a Kentucky community band. My assumption was 
that these were individuals who responded to follow-up solicitation I had posted on the 
various bands’ Facebook pages, although strictly conjecture. A final two responses were 
removed because they had been received by adult members of a Kentucky community 
band who were non-playing personnel (i.e., color guard member and camera operator). In 
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addition, at least 20 of these members were found to be participants in more than one of 
the ensembles included in this study. The result was an overall valid response rate of 
approximately 45%. According to a study conducted by Watt, Simpson, McKillop, and 
Nunn (2002), a 32.6% response rate was average for an online survey. Similarly, a study 
by the University of Texas at Austin (2007) lists 30% as an average, but acceptable 
response rate to an online survey. In short, the response rate to solicitation in this study is 
slightly higher than the average expected for an online survey. 
Data Analysis 
Quantitative data. Collected data were exported from the online survey 
instrument into a Microsoft Excel spreadsheet. The six hardcopy versions of the survey 
that were submitted were merged into the spreadsheet with the online data. Responses 
were reviewed and edited to ensure that the format of certain open-responses was 
uniform. For example, for responses to a question that asked participants to identify their 
primary instrument, “Clarinet” versus “Bb Clarinet” or misspellings of instrument names 
were common and were made uniform.  
Once completed, I entered all quantitative data into SPSS (IBM SPSS Statistics 
for Macintosh, Version 23). Items intended to form part of single composite variable 
were combined. Missing data were replaced with a code that SPSS would interpret as 
missing data (-99). All data were reviewed and analyzed using descriptive and 
correlational methods in order to summarize the characteristics of data sets and to 
identify relationships between variables. 
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Qualitative data. My approach to the qualitative elements of this study may be 
referred to as qualitative description. Lambert and Lambert (2012) explained that “the 
goal of qualitative descriptive studies is a comprehensive summarization, in everyday 
terms, of specific events experienced by individuals or groups of individuals (p. 255).” I 
found this goal to align well with my investigation of participants’ perceptions of current 
and past band experiences.  
Sandelowski (2002) affirmed the viability of the method: “[Qualitative 
description] is especially useful for researchers wanting to know the who, what, and 
where of events. Although foundational to all qualitative research approaches, qualitative 
descriptive studies comprise a valuable methodologic approach in and of themselves (p. 
339).” An important purpose of this study was to describe, in as much detail as possible, 
Kentucky community band participants (who) and the nature of their musical engagement 
(what). The qualitative methods I included helped address this purpose by allowing the 
examination of these topics in ways that would not have been possible with a quantitative 
approach alone. 
According to Neergaard, Olesen, Andersen, and Sondergaard (2009), qualitative 
description can be “especially relevant in mixed method research, in questionnaire 
development and in research projects aiming to gain firsthand knowledge of [peoples’] 
experiences with a particular topic (p. 52). The overall credibility of this approach, 
according to Milne and Oberle (2005) depends on the researcher's ability to capture an 
insider perspective and to accurately represent that perspective in subsequent reporting. 
At the time of analysis, I had been a high school band director for nearly 18 years. I had 
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performed in a variety of community music ensembles including jazz bands, a brass 
band, small ensembles, and an adult community band. These experiences and my 
background held the potential for a number of biases, but they also allowed for the insider 
perspective described by Milne and Oberle (2005). My biases, for example, included the 
fact that I held strong beliefs about the value of lifelong musical engagement and about 
the importance of engaging students. 
Following collection of survey responses, I began the analysis process and 
followed a general inductive approach. Thomas (2006) said that “the outcome of an 
inductive analysis is the development of categories into a model or framework that 
summarizes the raw data and conveys key themes and processes” (p. 240). I selected this 
method for precisely this reason—to summarize and condense large amounts of data into 
a meaningful summary format that highlighted elements common in participant 
responses. 
I presented four open response prompts to participants: (a) describe what is most 
important and/or what you like best about participating in this community band, (b) 
describe things that you feel might improve the experience of participating in this 
community band, (c) describe things that you feel would have improved your high school 
band experience, and (d) If you were to advise school band directors on ways they can 
help increase the number of students that continue to play after graduation, what would 
you tell them? For all open-response items, I used the same process of analysis. I took the 
original imported data in Microsoft Excel and moved the full set of responses to each 
prompt into separate spreadsheets. I kept the corresponding Qualtrics-generated 
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anonymous participant ID number with each response. All responses remained paired 
with this anonymous ID throughout analysis so that direct quotes could be identified with 
age and gender in the reporting of results. I decided to include age and gender so that it 
could be demonstrated that quotes that I had selected represented a diverse range of ages 
and both male and female participants.  
Each open-response was read a first time and columns were created for topics 
mentioned by the participant. For example, if a respondent stated that he she wished their 
band performed more pop music, I would include a column for changes in music 
selection. If another respondent stated that he or she wished that their band played more 
classic wind band literature, I made no distinction between this mention of music 
selection and that of the member wishing for more pop music. Differing opinions from 
participants was expected. From my perspective, it was more valuable to record that 
repertoire was a concern for participants than the specific nature of their concern. 
After each response was read and a list of mentioned topics created, responses 
were read again and coded according to which topics were present in each response.  For 
example, if a respondent replied to the describe things that you feel might improve…this 
community band prompt that they felt that the music performed was too simple and that 
the lack of a bassoonist kept the band from sounding its best, I input a “1” in the columns 
for the changes in music selection topic and the instrumentation topic. This allowed me 
to calculate the frequency of topics within responses. Frequency counts were of particular 
interest as they helped to demonstrate in a tangible way how common topics were within 
response sets and, in turn, highlighted areas that may be of particular importance to 
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stakeholders.  For example, if band 75% of respondents expressed the topic changes in 
music selection in their response to ways the community band experience could improve, 
it follows that community band directors, as stakeholders with a vested interest in their 
ensemble, might be influenced to select literature differently or even to include members 
in the selection process. 
Following identification of topics and frequency counts of each, topics were 
evaluated for common threads. For example, topics such as changes in the director or 
instructional approach, better rehearsal environment, changes in the part assignment 
process, and changes in music selection are all areas that fall under the control of the 
community band director. He or she conducts and instructs the ensemble, manages 
rehearsal etiquette, sets policies for things like part assignment, and selects the repertoire 
to be performed. As such, the director was a common thread that connected these various 
topics. Director/Rehearsal Management, therefore, was identified as the over-arching 
theme under which these topics were grouped.  
This process of topic grouping and theme identification was undertaken for each 
of the four open-response prompts. These common threads or patterns, according to 
Saldaña (2016), “become more trustworthy evidence of our findings since patterns 
demonstrate habits, salience, and importance in people’s daily lives” (p. 6). Saldaña states 
further that, “discerning these trends is a way to solidify our observations into concrete 
instances of meaning” (p. 6). 
In order to verify topics, themes, and coding, a fellow music educator with 
experience in qualitative methods independently coded open-response items. This 
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process, according to Thomas (2006), is one of the most common methods for improving 
trustworthiness of such an analysis (p. 243). Coding comparisons were made, differences 
and overlap discussed, and results altered to reflect agreed upon revisions. For example, 
in one instance the second coder found that a response to the ways of improving 
community band prompt included the social interaction topic—a judgement I had not 
made initially, but one that I agreed with upon it being brought to my attention. 
Subsequently, the frequency count for that topic was altered to reflect the change. In the 
interest of disclosing all potential biases, my second coder was a college band director in 
Kentucky, had previous experience teaching high school band, and was a performer in 
multiple community music groups, including a large community band in Indiana. Biases 
for this second coder were likely similar to my own. 
Summary: Data Analysis 
 I found the use of multiple methods for this study advantageous. The quantitative 
and qualitative processes allowed me to collect and analyze a variety of data and to 
synthesize it in meaningful ways to address my research questions and the purposes of 
this study. In the following chapters, I have presented the findings of this analysis and a 
discussion of the findings and their implications.   
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CHAPTER 4: DEMOGRAPHIC, PARTICIPATION, AND MOTIVATION 
FINDINGS  
 This chapter includes findings of the quantitative analysis of survey items that 
directly address the following research questions:  
1. Who participates in Kentucky community bands? 
2. What patterns may exist in the community band members’ music 
participation? 
3. Why do band members participate and what do they gain? 
Participant demographics and musical background information are presented to describe 
who participants were. Then, the participation patterns of respondents are explored to 
determine the nature of their involvement in their community band as well as their 
engagement in other musical activity outside of community band. To address why 
members participate, their motivations are explored as well as an examination of how 
they might benefit from their participation. Finally, the overarching relationship between 
variables and their alignment with SDT are discussed.   
Who Participates in Kentucky Community Bands? 
In order to create a profile of Kentucky community band participants, it was 
important that the survey instrument collect a variety of demographic and background 
information on each study participant. This information provides insight into the types of 
people drawn to adult community bands, the nature and extent of their participation, as 
well as potential strategies that might be employed by community band directors to 
increase participation in their ensembles. In addition, musical background information 
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about participants as well as their perceptions of their past experiences sheds light on the 
apparent disconnect between K-12 and college and adult musical engagement. 
Participant Demographics 
 I asked participants a number of demographic questions in order to develop a 
profile of participants in Kentucky community bands. I collected information regarding 
participant gender, age, ethnicity, income, employment, and education. For each category 
of information, descriptive statistics are presented along with comparisons, where 
possible, to Kentucky state data. A number of disparities between the characteristics of 
participant community band members and norms across the state were identified. 
 The sample comprised 55.5% male and 45.5% female respondents (no 
respondents abstained from the question). A similar gender distribution was found by 
Mantie (2012c) in a study of community band participants in the Canadian province of 
Ontario. Similarly, Mantie found that gender disparity could primarily be attributed to the 
ratio of male to female participants in that study who were age 65 or older. Likewise, 
within the respondents to the present study age 65 or older, 82.1% identified as male and 
17.9% identified as female. Under age 65, gender was more balanced, with 53.7% female 
and 46.3% male. 
Only two participants declined to respond to a survey question requesting their 
age. Participants ranged in age from 18 to 91 years old and had an average age of 51 
years. Just over a quarter (27%) of participants were at or over the retirement age of 65 
years and 28% identified as retired. Among this segment of participants, it was 
interesting to note that six individuals were in their 80s and a there was a single 
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nonagenarian. A further 37.6% of study participants were middle-aged (ages 45-64). The 
remaining 34.4% of participants were between 18 and 44 years old. 
There was a decided lack of participant racial diversity present within Kentucky 
community band membership. Figure 9 shows a comparison between the racial makeup 
of the band included in this study and race figures found in a recent Kentucky state 
census report: 
 
Figure 9. Comparison of respondents' race compared to state racial demographics (source for 
state data - United States Census Bureau, 2016). 
As shown in Figure 9, respondents identifying as white were overrepresented in 
Kentucky community bands in comparison to state demographics (United States Census 
Bureau, 2016) whereas all other identified races were underrepresented in the same 
comparison. In particular, black or African American people showed the greatest 
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underrepresentation. Despite six of the 14 participating community bands rehearsing 
within a Kentucky county with a black or African American population higher than the 
state total percentage (between 10.4%-22% black or African American compared to 8.2% 
for the state), the bands were still predominantly white and had few minorities 
represented in their membership. 
 Responses to a survey question about household income revealed another 
disparity between community band participants and the state census figures (see Figure 
10). The median annual household income of respondents was $75,000 compared to a 
median annual household income for the state of $45,215 (United States Census Bureau, 
2015). In fact, the median annual household income for Kentucky was only just over 
$2200 above the lower quartile of community band member’s incomes. Nearly 76% of 
respondents reported a household income higher that the median state household income 
with 34% earning over $100,000 annually. When I asked participants if there were 
dependent children living in their household, only 21% of respondents (n = 215) 
answered in the affirmative.  
 
Figure 10. Distribution of community band members' household incomes with comparison to the 
2015 Kentucky median household income (source for Kentucky household income data -United 
States Census Bureau, 2015). 
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Participants resided in 32 of Kentucky’s 120 counties. Figure 11 shows the 
distribution of residences across the state. The figure also identifies three counties in 
which non-participant community bands rehearsed. Participants also reported residing 
outside Kentucky, with locations including six different cities in Indiana, two different 
cities in Ohio, and cities in Illinois, Michigan, Tennessee, and Virginia. It is important to 
note that these locations outside of Kentucky may be represented by the college students 
among the sample, as many of the community bands operate near college campuses and 
college students are represented among those sampled.  
 
Figure 11. Study participants' counties of residence. 
 Socioeconomics seemed to be influential to where community band organizers 
chose to rehearse, as evidenced by comparing community band rehearsal sites 
Kentucky’s highest and lowest levels of poverty. Thirteen bands rehearsed in counties 
within the lowest rate of poverty, while only four rehearsed in counties within the highest 
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poverty rate. Similarly, when examining the residence ZIP code provided by participants, 
80 ZIP codes provided were located in Kentucky’s most affluent counties (13 total 
counties), while just five were in the poorest (four total counties). See Figure 12. 
 
Figure 12. A comparison of study participants' counties of residence and Kentucky counties with 
the highest and lowest poverty levels (United States Census Bureau, 2016) 
 The majority (64.2%) of respondents were employed with 54.1% indicating full-
time employment and 10.1% indicating part-time employment. Retired people accounted 
for 28.5% of respondents and a further 4.1% indicated they were unemployed.  The 
remaining 3.2% identified as business owners (two people) or homemakers (six 
individuals). Among those indicating they were unemployed, five identified as either full 
or part-time students. Participants were not asked specifically if they were or were not 
college students, so it is possible that other college students participated in this study and 
indicated an employment status without identifying themselves as a college student. 
  
89 
 Study participants tended to be highly educated with 82.1% having earned at least 
a bachelor’s degree. According to the U.S. Census Bureau (2016), the same criteria 
applied to the population of Kentucky revealed that only 21.8% of Kentucky residents 
had earned a bachelor’s degree or higher. As can be seen in Figure 13, nearly half 
(47.7%) of all participants in this study had earned either a master’s degree (35.8%) or a 
professional degree or doctorate (11.9%). 
 
Figure 13. Study participants’ highest attained education level 
Musical Background 
 I asked participants a number of questions pertaining to their past musical 
experiences, their musical background, and their current level of engagement in musical 
activity. When asked about their primary instrument, 119 individuals listed a woodwind 
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instrument, 89 listed a brass instrument, six listed percussion, and two listed double or 
electric bass (see table 1). The average respondent had approximately 11 years of training 
on their primary instrument as part of their schooling (elementary through college) and 
had taken just over four years of private instruction on their primary instrument. When 
asked about the size of their high school bands, participants who responded to this 
question (n = 207) indicated a broad range of backgrounds.  The smallest high school 
band size noted was twelve and the largest was 300.  The average respondent’s high 
school band size was 88 people and 74 respondents (35.7%) said that their high school 
band was 100 members or larger. 
Table 1: Instrumentation of study participants 
Piccolo	 2	 		 Baritone	Saxophone	 1	
Flute	 36	 		 Trumpet	 41	
Oboe	 4	 		 Horn	 14	
Bb	Clarinet	 37	 		 Trombone	 17	
Bass	Clarinet	 5	 		 Bass	Trombone	 2	
Bassoon	 5	 		 Euphonium	 9	
Contra	Alto	Clarinet	 1	 		 Tuba	 6	
Alto	Saxophone	 23	 		 Double	Bass	 2	
Tenor	Saxophone	 5	 		 Percussion	 6	
 
 There were 30.9% of respondents who indicated that they held or were pursuing a 
degree in music and 22.1% said that they were working in or were retired from a music-
related career. Among these latter individuals (n = 48), 30 identified as current or former 
K-12 music educators, four were current or former college or university music educators, 
three were church music ministers, three worked in music retail, three identified as 
professional musicians, three taught private instrumental lessons, and two were military 
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musicians. 
 Just over 40% of participants claimed to have been community band participants 
for over a decade.  I asked participants if they had ever taken a hiatus from playing in a 
band since graduating high school. Table 2 illustrates the results: 
 
Table 2: Participants' reported longest time without participating in band 
  Frequency Percent Valid Percent Cumulative 
Percent 
Valid Less than a 
year 
15 6.9 7.3 7.3 
1-3 years 26 11.9 12.6 19.9 
4-6 years 34 15.6 16.5 36.4 
7-10 years 17 7.8 8.3 44.7 
Over 10 years 96 44.0 46.6 91.3 
Does not apply 18 8.3 8.7 100.0 
Total 206 94.5 100.0   
Missing   12 5.5     
Total 218 100.0     
 
Nearly half (46.6%) of respondents (n = 206) had a period(s) of a decade or more in 
which they had not participated in band. When given an opportunity to describe the 
reasons that kept them from participating, participants listed a variety of reasons. Figure 
14 illustrates themes found within the responses. Work, family obligations, and college 
factored prominently, but the most common theme to emerge was a perceived lack of 
opportunity or a lack of awareness of opportunities to continue playing in a band. Several 
participants indicated multiple reasons for a gap in their participation. Among the other 
reasons listed, themes varied from a lack of confidence in ability, physical limitations, 
and relocation to other personal issues. 
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Figure 14. Reasons for gaps in participation in band 
  
Summary: Demographics and Musical Background 
 The typical participant in Kentucky community bands was white, middle age, and 
a college graduate earning more than the median household income for the state. The 
average band member resided and rehearsed in more affluent areas of the state and had, at 
some point, taken a hiatus from band participation after high school. On the whole, these 
findings seem to indicate a general lack of sociodemographic diversity in these 
community bands as both minorities and those of lower socioeconomic status are 
underrepresented in the bands’ memberships.   
Indicating a high degree of dedication to their musical participation, the majority 
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of band members had participated in community band for four or more years with more 
than 40% claiming to have participated for a decade or more. The typical participant 
claimed 11 years of curricular training on their primary instrument and four years of 
private instruction. Overwhelmingly, respondents valued music and music education as 
both important to their present lives and as an important component of the schooling and 
the childhood experiences of others.  
Participation Patterns 
Once details were known about the people involved in Kentucky community 
bands, the next step in creating a profile was to determine the various forms of 
participants’ musical engagement. To that end, I asked participants a battery of questions 
to determine the various types of musical activities in which they were involved (see 
Appendix B). A second set of questions examined their participation through the lens of 
the Serious Leisure Perspective (Stebbins, 1982). 
Musical Activity 
When asked if their community band was the only musical ensemble in which 
they participated, a majority of respondents indicated that they performed in other groups. 
Of all responses to the question (n = 205), 61.5% performed with at least one other 
musical ensemble. Among these other ensembles, church ensembles, other community 
bands, choirs, and small ensembles factored most prominently. This indicates that the 
majority of respondents have not only a very active musical life, but a highly diverse one 
as well. In order to get a more complete profile of participants’ musical background and 
musical experience, I asked what musical experiences participants had beyond their 
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school band experience both during and after their schooling. Within the responses 
received to the question (n = 193), a variety of musical experiences and diverse musical 
backgrounds emerged.  
 
Figure 15. Types of musical experiences outside of high school and community band (respondents 
often listed multiple). 
 
As can be seen in Figure 15, a small majority (51%) of respondents indicated that 
they had experiences participating in church ensembles.  The nature of these church 
groups was diverse and included solo and small ensemble performance, vocal groups, 
large ensembles, and hand bells. Several respondents indicated multiple modes of church 
performance over their entire life.  
The next most commonly claimed category of musical experience was in jazz, 
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popular, or musical theatre. Over half (53.6%) of the 61 people listed this category of 
experience claimed experience in jazz band. Musical theatre pit orchestra was listed by 
21 participants and rock, popular, or folk groups was listed by 11. 
Private instruction and small ensemble performance follow next in frequency.  
Among those listing experience with private lesson instruction (n = 59), 72.9% listed 
private piano lessons specifically. A further 15.5% claimed experience teaching privately 
and the remainder had taken either private guitar (8.5%) or private vocal (3.4%) lessons. 
Those listing small ensemble experience (non-church) totaled 59 people or 30.6% of all 
respondents.  
 Band, choir, and orchestra experience outside of school and community band was 
reported with approximately the same frequency.  Within the group of respondents listing 
orchestral experience (n = 35), experiences included K-12 and college orchestras (n=10, 
28.6%), youth orchestras (n = 9, 25.7%), community orchestra (n = 9, 25.7%), and 
professional or regional orchestra (n = 7, 20%). Those indicating non-church choir 
experience (n = 34) listed K-12 or college choir most frequently (n = 24, 70.6%) 
followed by community choir (n = 10, 29.4%). Among those participants reporting other 
band experience (n = 33), 53.9% listed college band experience (including alumni band 
experiences), 30.3% indicated military band experience, and 15.2% claimed participation 
in Drum and Bugle Corps International (DCI). The remaining experiences indicated by 
respondents included solo performance experience; time as a freelance musician; music-
related clinics, camps, or seminars; playing as a piano accompanist; and casual playing at 
home. 
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The Serious Leisure Perspective 
 As noted in Table 3, more participants considered themselves hobbyists (42.9%) 
than any other category. Of all respondents (n = 217), 15.2% identified as professional or 
apprentice musicians. These participants, according to Gates (1991), consider their music 
participation work, but it is important to note that none of the participants in this study 
were financial compensate specifically for their participation or performance in 
community band. It follows then that, for these band members, participation in 
community band is a serious pursuit and may be an indicator of what Stebbins (2009) 
referred to as occupational devotion. Participants seemed to identify themselves more 
often with categories of participation that were would be considered serious leisure 
according to SLP and MPT. Of all respondents, 79.3% identified as either amateur 
musician or hobbyist (36.4% and 42.9%, respectively). Only 5.6% of respondents 
indicated that they considered themselves recreationists or dabblers, both categories of 
participation which view music participation as play or what Stebbins (1982) referred to 
as casual leisure. 
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Table 3: Participants' self-described musical involvement 
  Frequency Percent 
Valid 
Percent 
Cumulative 
Percent 
Valid Professional 
Musician 23 10.6 10.6 10.6 
Apprentice Musician 10 4.6 4.6 15.2 
Amateur Musician 79 36.2 36.4 51.6 
Hobbyist 93 42.7 42.9 94.5 
Recreationist 11 5.0 5.1 99.5 
Dabbler 1 .5 .5 100.0 
Total 217 99.5 100.0   
Missing  1 .5     
Total 218 100.0     
  
For voluntary organizations like community band in which participants receive no 
financial compensation for participation, attendance at rehearsal and performances and 
members’ persistence in the group could be indicators of their overall level of 
commitment to this type of musical activity. When asked how long they had participated 
in community band (the band they were in concurrent to this study or former band), the 
majority of the 218 respondents (n = 115, 52.8%) indicated that they had participated 
seven years or more while only 25.7% claimed fewer than four years of participation (see 
Table 4). 
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Table 4: The number of years participants had participated in community band 
  Frequency Percent Valid Percent Cumulative Percent 
Valid Less than a year 17 7.8 7.8 7.8 
1-3 years 39 17.9 17.9 25.7 
4-6 years 47 21.6 21.6 47.2 
7-10 years 27 12.4 12.4 59.6 
Over 10 years 88 40.4 40.4 100.0 
Total 218 100.0 100.0   
 
These data would seem to indicate a high degree of commitment to the community band 
activity. Likewise, when asked about the percentage of rehearsals they attended (Figure 
16), the majority of the 214 respondents (n = 122, 57%) indicated attendance at 95% or 
more of rehearsals of their ensemble.  Further, 22% indicated perfect attendance. The 
average attendance among respondents was 91%. The lowest attendance percentage 
reported (1%) was a new member who had not yet completed a year with the ensemble.    
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Figure 16. Participant self-reported rehearsal attendance. 
Similarly, performance attendance was very high among participants (Figure 17). Of the 
212 respondents, 159 (75%) indicated performance attendance of 95% or higher and 117 
(55.2%) of these indicated perfect attendance to performances. The average performance 
attendance among all respondents was 94%. As with rehearsal attendance, the lowest 
percentage reported (0%) was a new member who had not yet completed a year with the 
ensemble. 
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Figure 17. Participant self-reported performance attendance. 
No relationship was apparent between participants’ self-reported participation typology 
and the percentage of rehearsals they claimed to attend. 
Summary: Participation Patterns 
 Kentucky community band members tended to be musically active and committed 
members of their community band. More than half of study participants (61.5%) claimed 
to participate in musical activities beyond their community band participation and most 
(74.3%) had participated in community band for at least four years. Included in these 
activities were other large and small ensembles, piano playing and lessons, orchestra and 
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choir. By far, church-related musical activities factored most prominently in the extended 
musical activity of participants. 
Why Do People Participate in Community Band? 
 In order to gain cursory insight into why respondents chose to participate in 
community band, I provided a series of statements designed to gauge how participants 
valued aspects of community band and their perception of their band’s playing level as 
well as their own playing ability relative to that of their band. To provide a more in-depth 
exploration of why members participate, I employed additional statements to measure the 
motivation style(s), degree of psychological needs satisfaction, and subjective vitality of 
band members. As indicated in Chapter 3, participants responded to all statements using 
Likert-type scales. Subsequent correlational analysis of collected data was also used to 
examine relationships among variables. This approach revealed much about member 
motivation to participate and community band and what members might have perceived 
as benefits of their participation. 
Aspects of Community Band 
 As indicated previously, I used several Likert-type scales to help determine why 
people participate in community band. Statements included aspects of community band 
such as the type and difficulty of literature performed, quality of both individual and 
group performance, social interaction with other members, enjoyment of participation, 
rehearsal and performance convenience, challenge, and ensemble reputation. Results 
appear in Table 5: 
 
  
102 
Table 5: How participants valued aspects of community band 
  N Mean SD 
The style of music this community band performs 203 5.27 1.43 
The difficulty of music this community band performs 203 5.31 1.40 
The challenge of playing my instrument 204 5.79 1.15 
The quality of performances of this community band 205 5.96 1.08 
The reputation of this community band in the 
community 204 5.74 1.45 
How well you perform your band music 204 6.23 0.87 
How well others perform their band music 201 5.5 1.34 
Social interaction with other community band members 204 5.36 1.37 
The enjoyment you derive from participating in this 
community band 203 6.57 1.72 
The convenience of rehearsal/performance times and 
locations 204 5.64 1.29 
 
Responses to these additional statements provided further insight into what 
participants found important about their community band participation. It was clear that, 
while a strong majority (70% or more) of people found each of these aspects important to 
varying degrees, enjoyment and the quality of their own individual performance were 
most important to people. Over 85% of people responded very important or extremely 
important (6-7 on the Likert-type scale) to the how well you perform your band music 
prompt. An even stronger majority of people (92.1%) responded in that way to the 
enjoyment you derive from participating in this community band prompt. 
Perceptions of Playing Level 
 As indicated in Chapter 3, I asked participants to respond to several statements 
pertaining to their community band experience and provided feedback using 7-point 
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Likert-type scales. The results of the analysis of their response to two of these items 
appear in Table 6: 
Table 6: Perceptions of current playing level 
  
The playing 
level of this 
community band 
is very high 
Relative to my 
abilities, this 
community band is 
far below my level 
N 
Valid 216 215 
Missing 2 3 
Mean 5.53 2.33 
Median 6.00 2.00 
Mode 6 1 
Range 5 6 
Minimum 2 1 
Maximum 7 7 
 
 When asked to rate the truth of the statement “the playing level of this community 
band is very high” only 4.2% of the 216 respondents indicated that the statement was, to 
some extent, false. A strong majority (80.6%) felt that the statement was somewhat to 
completely true. Over half (53.7%) selected the highest two points of the scale indicating 
that they felt the statement was mostly to completely true of their ensemble.  When asked 
to respond to the statement “relative to my abilities, this community band is far below my 
level,” 10.6% selected the highest three points of the scale (5-7) indicating they felt the 
statement to be somewhat to completely true.  In contrast, 76.8% selected the lowest 
three points on the scale (1-3) with nearly two thirds of participants (65.6) indicating the 
lowest two points on the scale. 
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In summary, the majority of respondents indicated that they felt the overall 
playing ability of their community band was high.  The majority also felt that their band 
performed at a level commensurate with their own playing level. With 41.9% indicating 
“completely false” in response to the “relative to my abilities, this community band is far 
below my level” statement, it might also be inferred that some may feel their band’s 
playing level exceeds their own ability to some extent. In short, few seemed to think that 
their community band’s playing level was an area of concern or urgent area of 
improvement. 
Motivation 
As indicated previously in Chapter 3, I presented participants 12 statements 
designed to indicate the various types of motivation at play in peoples’ choice to 
participate in community band.  Band members used Likert-type scales to respond to 
each. I presented three statements to gauge each of four categories of motivation (i.e., 
intrinsic, identified regulation, introjected regulation, and extrinsic). Descriptive statistics 
for these prompts appear in Table 7: 
 
Table 7: Indicators of motivation type 
  Intrinsic Identified Introjected Extrinsic 
N 206 206 206 206 
Mean 6.63 6.45 3.55 1.58 
Median 7 6.67 3.5 1 
Std. Deviation 0.58 0.86 1.46 1.02 
Range 3 6 6 6 
Minimum 4 1 1 1 
Maximum 7 7 7 7 
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Results indicated that participants were motivated primarily through more self-
determined regulatory styles (i.e., intrinsic motivation or identified regulation). They 
participated out of a sense of enjoyment, wanting to maintain their musical skills, or a 
personal desire to remain musically active. Less of a motivation, but still impactful to 
most, was a sense that community band was important to the participant.  Less self-
determined regulatory styles (e.g., introjected regulation and extrinsic motivation) were 
far less of a factor for most participants, though participants’ feelings were somewhat 
mixed with regard to involvement in community band being a means to prove something 
to themselves or to avoid feeling bad for not participating. A majority of participants 
were clear, however, that they did not remain involved with community band due to 
extrinsic motivations to participate. 
Correlations between the motivation types were analyzed (see Table 8). The 
correlations confirm the simplex-like structure of SDT’s motivation continuum. That is, 
each of the motivation types is highly correlated with the type adjacent to it on the 
continuum, less correlated with the next type, and so on. So, although it is possible to be 
high in, for example, intrinsic motivation and introjected motivation, this is not generally 
the case overall and did not seem to be the case in this instance. For subsequent analysis, 
the four motivation types are combined into one measure—the Relative Autonomy Index 
(RAI) using the formula 2*Intrinsic + Identified – Introjected – 2*Extrinsic.  
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Table 8: Correlations of psychological needs fulfillment, motivation styles, and wellbeing 
 
Intrinsic Identified Introjected Extrinsic 
Intrinsic _____    
Identified .59** _____   
Introjected .18* .33** _____  
Extrinsic .03 .02 .36** _____ 
**. Correlation is significant at the .01 level (2-tailed). 
*. Correlation is significant at the .05 level (2-tailed). 
 
 
Basic Psychological Needs 
I gave study participants an additional twelve statements to which to respond 
(using Likert-type scales as described in Chapter 3). These were designed to indicate 
participants’ fulfillment of basic psychological needs with regard to their community 
band participation. I presented four statements each to measure the fulfillment of 
autonomy, competence, and relatedness. Analysis of these prompts appears in Table 9: 
Table 9: Basic psychological needs indicators 
  Autonomy Relatedness Competence 
N 
Valid 206 205 206 
Missing 12 13 12 
Mean 6.07 5.54 5.99 
Median 6.25 5.75 6.25 
Std. Deviation 0.87 1.24 0.96 
Range 4.75 5.00 5.25 
Minimum 2.25 2.00 1.75 
Maximum 7.00 7.00 7.00 
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 Results of the analysis of these scales would seem to indicate a high degree of 
fulfillment, with regard to the basic psychological needs of autonomy, competence, and 
relatedness, among participants. In general, participants felt strongly that their choice to 
join and participate in community band was in no way coerced and instead reflected their 
own interests.  The vast majority of participants also felt capable of fulfilling their role in 
the ensemble and performing well. Although a small number of participants responded 
that they were either neutral or, to some degree, in disagreement with statements 
indicating relatedness, there was still a consistent and strong majority who felt personally 
connected to other members of their ensemble. 
Participant Wellbeing 
To measure subjective vitality, I presented participants with six statements to 
which they were to respond using Likert-type scales. According to Ryan and Frederick 
(1997), “subjective vitality ratings…appear to be related to both psychological and 
physical well-being” (p. 559). The six statements included “I feel alive and vital, 
sometimes I feel so alive I just want to burst”, “I have energy and spirit, I look forward to 
each new day”, “I nearly always feel alert and awake”, and “I feel energized”. The 
responses to these statements were combined into a composite variable (Present 
Wellbeing) using the average of scores to each of these statements. An analysis of this 
composite variable appears in Table 10: 
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Table 10: Analysis of composite variable “Present Wellbeing” 
PRESENT WELLBEING 
N 
Valid 204 
Missing 14 
Mean 5.46 
Median 5.67 
Std. Deviation 1.26 
Range 6.00 
Minimum 1.00 
Maximum 7.00 
 
With a median rating of 5.67 across all statements, the majority of participants 
found these statements to be true and, by extension, had an overall positive concept of 
their own wellbeing. The strongest agreement was found with the “I feel alive and vital” 
statement with 77% of people finding this statement to be mostly or completely true (6-7 
on the Likert-type scale). Across all prompts the greatest disagreement was with the 
“sometimes I feel so alive I just want to burst” statement to which 16.2% of people 
responded that the statement was more or less false (1-3 on the Likert-type scale). 
Wellbeing was analyzed for correlations with other sociodemographic variables. 
A weak positive relationship was found between participant age and their subjective 
wellbeing (r = .14, p < .05), meaning that the older they were the more likely they were 
to report subjective wellbeing. No relationship was found between a participant’s age, 
gender, ethnicity, or household income and their wellbeing. 
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Value of Music 
I asked study participants to respond to four statements designed to gauge how 
important, useful, interesting, and enjoyable music was to them. As mentioned 
previously, participants were to respond using Likert-type scales. I calculated means for 
the responses to each of these statements to create a composite variable (Value of Music) 
for how valuable participants found music to be. Analysis of this composite variable 
appears in Table 11. 
Table 11: Analysis of composite variable “Value of Music” 
VALUE OF MUSIC 
N 
Valid 206 
Missing 12 
Mean 6.68 
Median 7.00 
Std. Deviation 0.56 
Range 3.25 
Minimum 3.75 
Maximum 7.00 
 
Results of this analysis showed that respondents strongly valued music and 
overwhelmingly found it to be an important, useful, interesting, and enjoyable part of 
their lives. 
Importance of Music for Children 
I presented participants with four statements focused on their perceived value of 
music education for children. Participants used Likert-type scales to respond to each 
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statement. There was a high level of agreement with each of the four statements. A 
composite variable (Importance of Music for Children) was calculated by averaging 
mean scores to each of the prompts. Analysis of this composite variable appears in Table 
12: 
Table 12: Analysis of composite variable “Importance of Music for Children” 
IMPORTANCE OF MUSIC FOR CHILDREN 
N 
Valid 203 
Missing 15 
Mean 6.83 
Median 7.00 
Std. Deviation 0.40 
Range 2.00 
Minimum 5.00 
Maximum 7.00 
 
Results of this analysis indicate that respondents felt very strongly that music was 
important and valuable to children and that children should have access to music through 
school or other means.  
Alignment with Self-Determined Motivation 
 Throughout the quantitative analysis of participant motivations as well as the 
qualitative analysis of open-ended responses pertaining to what people valued about their 
community band participation, an alignment with self-determined motivation was 
evident. The nature of identified primary motivators such as personal enjoyment, 
challenge, and social interaction and the way in which these motivators were also 
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apparent across the themes that emerged from the open-response question is consistent 
with intrinsic motivation. A summary analysis of participants’ reported psychological 
needs fulfillment, subjective wellbeing, and motivation required searching for inherent 
correlations between these factors. Results of this analysis appear in Table 13: 
Table 13: Correlations of psychological needs fulfillment, motivation styles, and wellbeing 
 
Intrinsic Identified Introjected Extrinsic Autonomy Relatedness Competence 
Present 
Wellbeing 
Intrinsic _____        
Identified .59** _____       
Introjected .18* .33** _____      
Extrinsic .03 .02 .36** _____     
Autonomy .54** .37** .22** .05 _____    
Relatedness .37** .27** .22** .14 .64** _____   
Competence .47** .39** .18** .10 .63** .51** _____  
Present 
Wellbeing 
.40** .41** .27** .10 .46** .43** .43** _____ 
**. Correlation is significant at the .01 level (2-tailed).                                                                     
*. Correlation is significant at the .05 level (2-tailed). 
 
 
 For these participants, more internal motivation styles related to greater 
psychological needs fulfillment and a more positive sense of personal wellbeing. Intrinsic 
motivation correlated more strongly with autonomy (r = .54, p < .01), relatedness (r = 
.37, p < .01), and competence (r = .47, p < .01) than any other form of motivation. In 
fact, there was a progressively weaker relationship to the fulfillment of these basic needs 
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as more external motivation styles were considered. Present Wellbeing related similarly 
to intrinsic motivation (r = .40, p < .01) and identified regulation (r = .41, p < .01), the 
two most internal motivational styles, and, again, the relationship between motivation 
style and wellbeing diminished as more external regulatory styles were considered. 
Moderate positive correlations also existed between wellbeing and the fulfillment of the 
need for autonomy (r = .46, p < .01), relatedness (r = .43, p < .01), and competence (r = 
.43, p < .01).  
 Participants’ perception of the value of music both to themselves and for children 
also aligned with self-determined motivation and subjective wellbeing (see Table 14): 
Table 14: Correlations of psychological needs fulfillment and composite variables for the value 
of music, the importance of music for children, and subjective wellbeing 
  Autonomy Relatedness Competence 
Value 
of 
Music 
Importance 
of Music 
for 
Children 
Present 
Wellbeing 
Autonomy -----           
Relatedness .64** -----         
Competence .63** .51** -----       
Value of 
Music .37
** .28** .41** -----     
Importance of 
Music for 
Children 
.24** .14* .23** .56** -----   
Present 
Wellbeing .46
** .43** .43** .33** .31** ----- 
**. Correlation is significant at the 0.01 level (2-tailed).                                                                         
*. Correlation is significant at the 0.05 level (2-tailed). 
 
The analysis revealed that participants who reported greater fulfillment of basic 
psychological needs for autonomy, relatedness, and competence were more likely to 
value music, both in their own lives and in the lives of children. Weak positive 
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correlations existed between people’s perceived personal valuation of music and the 
reported fulfillment of autonomy (r = .37, p < .01) and relatedness (r = .28, p < .01) and 
a moderate positive correlation existed between personal valuation of music and 
competence (r = .41, p < .01). Weak correlations existed between participants’ valuation 
of music as part of a child’s upbringing and the reported fulfillment of the need for 
autonomy (r = .24, p < .01), relatedness (r = .14, p < .05), and competence (r = .23, p < 
.01). There was also a moderately strong relationship between the composite variables 
Value of Music and Importance of Music for Children indicating that participants who 
valued music for themselves were more likely to also value music for children and vice 
versa. 
Summary: Why Do People Participate?  
 The vast majority of participants tended toward more intrinsic forms of 
motivation with regard to choosing to participate in community band. The enjoyment of 
the activity and a desire to remain musically active stood out from other primary 
motivators as being of particular importance to people. Responses strongly indicated that 
participants felt little or no external pressure to participate in community band. 
Participants consistently reported a high degree of fulfillment with regard to the 
basic psychological needs of autonomy, relatedness, and competence. It follows, then, 
that participants felt a sense of volition in their choice to be involved in community band 
and that they felt connected in personally meaningful ways with other band members. In 
addition, members felt capable of meeting the technical and musical demands of their 
involvement and of reaching personal and ensemble musical goals. 
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Regarding the subjective vitality of participants, most people reported a strong, 
positive sense of wellbeing. Similarly, the majority of community band participants who 
responded generally tended toward a positive outlook (I look forward to each new day) 
and felt awake, alert, and energized. The degree to which this sense of wellbeing is 
directly attributable to people’s involvement in community band was not assessed. 
Participants indicated that music was very valuable to them and that they felt it 
was equally valuable as a part of a child’s experiences growing up. People reporting a 
greater degree of psychological needs fulfillment were more likely to feel this way about 
music. Participants who reported a greater sense of competence, in particular, were more 
apt to report that music valuable in their lives.  
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CHAPTER 5: PARTICIPANT PERCEPTIONS OF THEIR HIGH SCHOOL AND 
COMMUNITY BAND EXPERIENCES 
 Chapter 5 presents the analysis of qualitative survey items. I asked multiple open-
response questions in order to gain more insight related to the research foci of this study. 
I asked open-response questions to allow participants to express, in their own words, their 
ways of valuing participation in community band, insights into improving community 
band and high school band experiences, and advice for facilitating a transition from 
school to adult music participation for more students. Findings in this chapter are 
presented according to their related prompt and organized by theme and the topics 
represented by that theme.  
Frequency counts are presented only to underscore the degree to which a given 
topic or theme was prevalent within responses to a given prompt. In this way, 
stakeholders might know topics and themes of key importance to participants. 
Community band directors, for example, might see from this analysis aspects of the 
organization of their community band that might change to better satisfy participants and, 
in turn, potentially aid in the recruitment of more band members. Though participants 
may not agree on, for example, preferred repertoire, knowing that repertoire selection 
was on the minds of a strong majority of community band members when they were 
asked how community band could improve may be of importance to community band 
directors. In addition, more prevalent themes (and subordinate topics) revealed by 
frequency counts provided insight into aspects of community band that participants 
valued or found most important.  
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What Do Participants Value? 
Several important themes emerged and recurred frequently within the set of 
responses to the prompt, “describe what is most important to you and/or what you like 
best about participating in this community band.” Several of these themes also shared a 
degree of thematic commonality that I used to further group them. Each subtheme is 
discussed individually in order of their prominence within their overarching thematic 
category. This structure and results are summarized in Figure 18. 
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Figure 18. Analysis of open-response question: ‘Describe what is most important and/or what 
you like best about participating in this community band’. 
Ensemble Operations  
The ensemble operations theme appeared in 62.4% of responses.  Topics grouped 
in this theme included repertoire selection (n = 44, 22.1%), ensemble capabilities (n = 
31, 15.6%), director (n =26, 13.1%), and environment (n = 23, 11.6%). Each of these 
topics related directly to aspects of the ensemble and the type of experiences afforded by 
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participation in the group. Participants shared a variety of thoughts with regard to each of 
these topics, as described below. 
Repertoire selection. The choice of music rehearsed and performed by bands was 
an important topic for many community band members. One member, for example, spoke 
vaguely in terms of appreciating the difficulty or the quality of pieces selected without 
providing specifics about the music or enough context to understand their perspective: “[I 
like] experiencing quality music and creating performances that audiences enjoy with 
motivated team members” (female, 61 years of age). Variety was an important factor for 
another respondent: “I enjoy playing a variety of music at different levels of difficulty” 
(male, 48 years of age). I counted responses, like these, that included comments about 
enjoying some aspect or the type of the music selected or if a participant commented 
about the importance of the music selected, as an occurrence of the repertoire selection 
topic. The title for this topic seemed to best summarize the central focus (or one of the 
central foci) of each of responses in which this topic occurred. 
Ensemble capabilities. Responses in which I identified the ensemble capabilities 
topic indicated that the perceived talent in the group, playing level of members, quality of 
performance, and, in some cases, quality of the ensemble in relationship to other groups 
were important aspects of the member’s community band experience. Illustrating an 
occurrence of this last aspect, one member said, “I think that the level of playing in this 
group is better than some of the other groups in the area” (female, 42 years of age). 
Touting the importance of both player and ensemble capabilities, another member stated, 
“I truly appreciate that this is a community band that is composed of serious players, who 
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care about performing at a high level” (female, 24 years of age).  
Director. The director played an important role in the experiences of many 
community band members.  One respondent stated, “I like that our conductor has good 
control of the band and is respected by the members” (female, 56 years of age). While 
this was a comparatively mild affirmation of the director’s importance, others were more 
adamant: “[Name omitted] is an excellent director and he strives to get the best from us. 
We are fortunate indeed to have him give so much of his time to us” (female, 64 years of 
age). Still others mentioned having had the same director while they were in school: “I 
enjoy being directed [in this community band] by my high school band director” (female, 
55 years of age). If, like in these comments, the director of the community band was 
mentioned directly as the object of importance by a band member, I indicated an 
occurrence of the director topic. 
Environment. I used the environment topic label to code responses that included 
references to the group dynamic, learning or rehearsing environment, or attitudes 
prevalent within the group that participants indicated impacted the group in some way. 
Although related to other topics like social interaction and group membership, responses 
which I indicated as containing the environment topic mentioned specific aspects of the 
ensemble environment that were important to members. For some, it was the welcoming, 
friendly nature of the group: “I . . . love that the members truly care about each other and 
welcome new people” (male, 44 years of age). Others appreciated the low-pressure, 
casual environment of their ensemble: “I've only been to a few practices, but I like the 
low-pressure environment. I want us to play well and have good performances, but at the 
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end of the day, I think most of us are hobbyists/amateurs” (female, 28 years of age). Still 
others found that their perception of others commitment or work ethic within the group 
was an important aspect of their participation: “Regardless of individual performance 
level, everyone seems truly committed to joining together to perform at a high level” 
(female, 21 years of age).  
Social 
 The social theme appeared in 56.8% of responses. Included within this theme 
were two topics: group membership (n = 62, 31.2%) and social interaction (n = 51, 
25.6%). For many, their enjoyment of community band and, by extension, their valuation 
of their participation, were contextually bound to the social environment in which their 
participation occurred. Typical responses often included either references to making 
music with friends in the group or simply indicated that being around other people was 
important. 
Group membership. I coded responses from individuals that indicated a sense of 
pleasure or enjoyment from being a member of their community band or group music-
making, or from those who reported enjoying contributing to the efforts of their ensemble 
with an occurrence of the group membership topic. Examples of such responses follow: 
“[I like] making music with others who like to make music. I have always enjoyed the 
band community” (female, 62 years of age). “I enjoy playing music in a group, it is a 
great hobby and creative outlet, and that is why I finally joined after many years of 
inactivity” (male, 40 years of age). A number of participants specifically mentioned an 
appreciation for the diversity found in their ensemble, though the type of diversity 
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referenced was unclear. One member described it as “…different ages and walks of life” 
(female, 41 years of age). 
Social interaction. “It is very fulfilling to play with good players that make [me] 
be a better player.  I thoroughly enjoy the whole experience, including social” (male, 65 
years of age). “[I like] the family that it has created within the members.  [My community 
band is made up of] like-minded, creative, socially active individuals that have come 
together to make music and find an intimate group of comrades” (male, 47 years of age). 
If, as in these quotes, a participant specifically mentioned socializing or intimated 
interaction with other members as an important aspect of community band participation, I 
coded his or her response as an indication of the social interaction topic. 
Musical Outlet/Growth 
 The musical outlet/growth theme was indicated in 45.1% of responses and 
included four related topics: creative outlet (n = 55, 27.6%), performance (n = 17, 8.5%), 
continuing music education (n = 10, 5%), and maintaining skill (n = 8, 4%). Many people 
expressed that they valued that community band gave them a way to continue to play and 
express themselves through music. Others indicated a desire to keep their skills from 
diminishing through inactivity or, in some case, a desire to continue learning and growing 
as musicians.   
Creative outlet. Many participants discussed community band in terms of the 
opportunity it provided for getting back to one’s instrument or to be able to express 
oneself again. “Getting a chance to play my instrument (other than practicing) is number 
1” (male, 62 years of age). In other responses, terms related to having a creative or 
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musical outlet were used specifically by members to describe what they liked best or 
found most important about community band participation. “Being able to express myself 
musically again has been wonderful” (female, 58 years of age). In all of these cases, I 
coded responses to include an occurrence of the creative outlet topic.  
Performance. I coded responses in which band members specifically mentioned 
performing as an important or enjoyable aspect of their community band experience as 
indicating the performance topic. For example, one member stated that they valued 
“experiencing quality music and creating performances that audiences enjoy with 
motivated team members” (female, 61 years of age. Some were quite emphatic: “I just 
like performing in this band” (male, 67 years of age)! 
Continuing music education. In responses that indicated that continuing to learn 
about music was an important aspect of community band participation, I coded an 
occurrence of the continuing music education topic. Some responses of this nature 
included references to the quality of instruction present in their ensemble: “This band has 
very good musical instruction and I feel that I am still learning about the repertoire” 
(male, 50 years of age). Others that I coded in this way spoke generally of a desire to 
keep learning about music: “[I like] continuing my musical enjoyment and training” 
(male, 68 years of age). 
 Maintaining skill. The maintenance of previously acquired skills was also 
important for a few band members (maintaining skill topic).  One member, concerned 
about secondary instrument skills, stated that, “I'm a clarinet/sax player, but I need to 
play flute regularly to keep it up, so that's my purpose in this band” (female, 59 years of 
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age). Another was most concerned about primary instrument skills: “The band I play in 
has a lot of pieces I can't play, but it keeps some rust knocked off the old fingers and lips” 
(female, 43 years of age).  
Other  
 A final group of topics lacked the presence of thematic unity, but I felt were still 
prominent enough to warrant reporting. Three topics were included: challenge (n = 22, 
11.1%), community service (n = 7, 3.5%), and motivation (n = 6, 3%). An overview of 
each appears below. 
Challenge. A sense of challenge was important for many respondents and I coded 
responses indicating this as an important aspect of community band with an occurrence 
of the challenge topic. For example, one member stated, “[This is] the best concert band 
I've heard and I love the challenge and being a small part of this beautiful performing 
group” (male, 66 years of age). Although this theme was found prevalently in tandem 
with the repertoire theme, challenge was mentioned frequently without direct connection 
to repertoire and, likewise, the repertoire theme appeared often without mention of 
challenge. As such, two distinct themes were warranted. One such tandem pairing of 
these two themes follows: “I love the high achievement and engagement of the band and 
challenging repertoire” (female, 26 years of age). 
 Community service. Service to one’s community also seemed important to a few 
members. At times, this was implied: “I'm glad that we perform at nursing homes as well 
as at public venues.  The nursing home residents are so appreciative of our visits. Many 
of them were also musicians, and talk to us about this after the concerts” (female, 72 
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years of age). At other times, this aspect was directly stated: “I like the sense of pride I 
feel in doing something that benefits my community” (female, 55 years of age). In such 
cases, I coded responses as indicating the community service topic. 
 Motivation. Finally, I recorded an occurrence of the motivation topic in responses 
in which participants specifically referred to the role their community band participation 
had in motivating them to practice their instrument and to attend rehearsals and 
performances. One member, for example, stated, “Performances are very important to 
me. [They provide] me with motivation to attend rehearsals and [to] practice my 
instrument at home” (female, 56 years of age). Another member elaborated more fully: 
“It shames me to admit this as a former music major, but my primary incentive to 
practice comes from this group; whether I practice our concert music or something 
different entirely, I want to make sure I am able to play at a level that is needed for me to 
perform well and feel confident about my playing level relative to that of the group” 
(female, 24 years of age). 
Summary 
Participants’ responses indicated that they valued several aspects related to the 
operation of their community band.  The repertoire, ensemble capabilities, director, or 
environment topics appeared in 62.4% of responses and seemed to suggest an area 
particular importance to band members. Social aspects of community band were also 
very prominent among people’s responses. The group membership or social interaction 
topics appeared in 56.8% of responses and group membership was the most prominent of 
all topics with nearly a third of participants indicating it within their response.  
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Topics related directly to individuals’ desire to make music and grow as 
musicians were also common. The creative outlet, maintaining skill, performance, or 
continuing music education topics appeared in 45.1% of responses. Several people also 
seemed to appreciate the challenge that community band afforded them. A small number 
of participants appreciated the opportunity for community service or the motivation to 
practice they found as a result of their membership in their band. 
Important to note was that, although the frequency counts demonstrate which 
topics and, by extension, which themes factored most prevalently within responses, 
perceptions of each topic were rarely unanimous. Repertoire, for example, saw little 
agreement from participants in terms of preferred styles or levels of difficulty. What is 
illustrated by the frequency counts is the prevalence of a particular topic within a set of 
responses. The reporting of this might be helpful in informing community band 
organizers and administrators about what members seem to feel matters most about their 
participation. 
Insights into Improving Community Band 
 Another way I sought to determine what people value about community band was 
to ask them ways that they felt community band could improve. To that end, I asked 
participants to describe things that they felt might improve the experience of participating 
in their community band. This question was intended to gather further insight into the 
aspects of community band participation that members valued and also to provide 
community band leaders who might review this research with some member feedback on 
ensemble operations to consider. Responses were received from 166 participants. Several 
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themes emerged: director/rehearsal management (n =53, 31.9%), ensemble operation (n 
=50, 30.1%), playing ability/dedication of members (n = 26, 15.7%), nothing (n = 25, 
15.1%), and ensemble size or instrumentation (n = 22, 13.4%). Full results appear in 
Figure 19. 
 
Figure 19. Analysis of open-response question: ‘Describe things you feel might improve the 
experience of participating in this community band’. 
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Director/Rehearsal Management 
The director/rehearsal management theme was used to group topics pertaining to 
aspects of community band that were under the direct purview of the community band 
director. These topics indicated that members’ experiences of community band would be 
improved by changes being made either with the director or the director’s instructional 
approach (n = 21, 12.7%), with changes to selected literature (n = 30, 18.1%), or changes 
to the rehearsal environment (n = 8, 4.8%). The response rate to the prompts was 76%. 
Although several chose not to respond, members that did have much to say about 
improving their community band. 
Music Selection. Music selection was a chief concern for some members, but 
opinions seemed at odds with one another. “I think we could get more participants if the 
music was not always as difficult.  There are many people that I think would play for 
enjoyment if they didn't have to stress about the difficulty” (female, 55 years of age), said 
one member, while another insisted the director needed to consider “modernizing the 
music somewhat [and] increasing the musical challenge” (male, no age provided).  Style 
of music selected was also a change desired by several members, though there were 
contradictory ideas about the type of change needed. “I would like to see more 50s, 60s 
and 70s music played.  Show tunes would also be appreciated” (female, 74 years of age), 
said one band member while another stated, “I prefer to play more classic band literature 
rather than pop music” (female, 60 years of age).  
Director/instructional approach. Responses coded as indicating the changes in 
the director or instruction topic included comments about aspects of community band 
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that were related to ensemble administration and organization or, when director 
culpability was implied in the response, comments pertaining to the director’s 
rehearsal/behavioral management style. For example, one member stated, “[the] director 
talks too much [and there are] bad habits that the director doesn’t address…resulting in 
poor musicianship” (female, 57 years old). This member’s comment criticizes multiple 
aspects of the director’s instructional approach (e.g., rehearsal time management, error 
detection/correction), and but offers no suggestion for improving the situation. Other 
members were more constructive in their responses:  
[We need] more organization. We often waste our first rehearse for every concert 
trying to distribute music, but [it] seems like the majority of the members can 
handle using Dropbox or something similar to distribute the music before the first 
rehearsal. They could also appoint a section leader for each instrument that would 
be willing to show up a little earlier on the first [rehearsal] to get music organized 
so we can spend more time actually playing music. (male, 32 years of age)  
This comment offered not only criticism, but two possible solutions to the problem of 
wasted rehearsal time. One member was concerned with the director’s conflicting 
obligations: “Our director is incredibly busy with [his/her] high school band. It would be 
great if someone else could routinely lead the band when [he/she] isn't available, instead 
of cancelling practices” (female, 24 years of age). Other unique responses within this 
theme included comments expressing a desire for the director to include more sight 
reading in rehearsal or a wish for greater focus on individual player’s musicality as 
opposed to focusing just on notes and rhythms. 
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Rehearsal environment. “It frustrates me,” claimed one participant, “that there is 
a lot of talking and inattention during rehearsals” (female, 57 years of age). Another 
member from the same band seemed to agree and stated: 
This is the largest community band I have ever played in. Sometimes the lax 
rehearsal discipline makes it less enjoyable. There is a delicate balance between 
enjoying good fellowship at rehearsals, and allowing it to disrupt the musical 
progress of the band. (male, 50 years of age)  
Comments such as these, focused on poor participant behavior or lack of focus during 
rehearsal, were common in responses coded with the rehearsal environment theme. 
Similar to other themes in the director/rehearsal management group, responses coded 
with this theme were often contradictory. One member may prefer, for example, “a more 
relaxing atmosphere during rehearsals” (female, 60 years of age) while others called for 
“more serious practice sessions” (female 60 years of age). 
Ensemble Operation 
 I coded responses as an indication of the ensemble operation theme if they 
demonstrated that a member thought changes to the manner of operation of their 
community band would improve their experience. The group of topics under this theme 
proved to be quite diverse and included commentary about several aspects of community 
band participation. Topics organized into this theme included more performances/more 
activity, changes to amount of rehearsal time, better venues for rehearsal or 
performance, more social events, improved convenience of membership, and changes in 
part assignment process. 
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More performances/more activity. Several participants expressed a desire for 
more performances or activity for the ensemble (n = 23, 10.2%).  “I wish we were more 
active as a group,” claimed one participant, “… I would actually be quite happy if we 
rehearsed and had concerts throughout the year” (female, 24 years of age). Other 
members involved in community bands that had similar annual periods of inactivity 
expressed the same desire for, as one member stated in the context of their situation, 
“continued playing opportunities outside of the summer months” (female, 24 years of 
age).  
In bands that operated throughout the year, there were still those wishing for even 
more activity: “I wish that we played a concert of our own that we could invite friends 
and family to. We currently play upon invite” (female, 42 years of age). Many members, 
from different ensembles, expressed a similar a desire for more performances. Some had 
specific ideas for the type of activity they’d like to see expand their community band 
experience: “[I’d like to see] more community involvement and having smaller 
ensembles and groups within the band for other venues” (male, 58 years of age). 
Changes to the amount of rehearsal time. The amount of rehearsal time was a 
concern for a few members, but, as expected, there was not universal agreement on what 
changes were needed. One member wanting an increase in rehearsal time said, for 
example, “I would appreciate having an extra rehearsal or two before a big event....and 
even days where we do sectionals or something” (female, 31 years of age). Another 
member simply wanted greater regularity in the rehearsal schedule: “I think our 
rehearsals should be more consistent, not just the several weeks before a concert” 
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(female, 57 years of age).   
For others, reduced rehearsal time per concert cycle was a desire: “[I’d like] fewer 
rehearsals-but not that much-repeated rehearsals do help the band come together, but 
overall sometimes it's a very long [concert] cycle” (male, 42 years of age). One band 
member put it more simply: “More playing, less woodshedding” (male, 79 years of age). 
Comments like these were rare. There were far more responses expressing a desire for 
increases in rehearsal time.  
Better venues for rehearsal or performance. A few members indicated that they 
would like to see changes to rehearsal and performance venues. One member had some 
very specific thoughts about performance venues: 
Locating better performance venues would enhance the efforts of the rank and file 
players.  Currently outdoor and civic events are the major outlets to perform.  
These do not avail us to good acoustics, playing conditions, and wide audience 
population.  We do get a couple of venues in churches during holiday seasons, but 
more "auditorium" settings would be preferred to outdoor events. (male, 70 years 
of age) 
Another member had much to share with regard to rehearsal environment: 
Things that might improve the experience are mostly related to the physical 
environment: We need more space, better room temperature regulation, better 
parking facilities, for example. [Our director] sees the environmental limitations 
also, but cannot do much about them (female, 73 years of age). 
 The limitations of one performance venue resulted in one band member having 
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particularly strong feelings on the matter:  
I personally despise playing at one nice venue every year that costs the band a lot 
of money and frankly a pain in the neck to park. I don't care for that at all. [I 
would] rather just play at a place where I can park close. (male, 50 years of age)  
More social events. Improving the social aspect of community band participation 
was mentioned by a few band members. In one instance, a member suggested that there 
needed be “an occasional social gathering to get to know other members better “(male, 60 
years of age). Incorporating annual social events was suggested and even having a “social 
interaction break during rehearsals for people to get to know each other” (male, 56 years 
of age). 
Improved convenience of membership. Some members indicated that improved 
convenience of participation would benefit their experience. One band member even 
suggested that “a more convenient location might attract new member” (male, 80 years of 
age). For another member, convenience was a matter of their proximity to rehearsals: 
“The only thing that could make it better for me is if it was closer to my home.  I drive 
about 60 miles each way in order to participate” (female, 54 years of age). Other 
obstacles related to obligations outside of band made participation inconvenient for 
another member: “For me, I cannot attend all practices due to conflicting schedules with 
my full-time job” (female, 23 years of age). 
Changes in part assignment process. A final area of concern falling within the 
ensemble operation group of themes and expressed by a small number of members was 
the process by which parts were assigned (n = 3, 1.8%).  One member had a practical 
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explanation for how changes to this process might improve the quality of performances:  
While I don't think that any community band should have tryouts to join the band, 
I feel it would be helpful for instrumentation and balance to have tryouts to find 
optimum instrumentation.  Often aged musicians find it hard to let go of solos and 
1st part even though there is someone that could improve the band sound. 
(female, 37 years of age) 
The age-based criticism illustrated by this comment went both ways: “Allowing an old 
person like myself a better part instead of more often a [college] student.  Some of us 
have waited a long time” (female, 59 years of age). Another expressed a desire for any 
organized seating process to be employed: “I wish there was a way to audition for chairs 
in the ensemble.  I feel I could help the band more if I was given the opportunity to move 
up in the trumpet section” (male, 67 years of age).   
Playing Ability/Dedication of Members 
The playing ability/dedication of members theme featured in 15.7% of responses 
and included responses coded with one of three topics: other members practicing/level of 
dedication, I need to improve and better rehearsal or performance attendance by 
members. In general, these comments focused on how members could improve their 
community band by becoming better players, increasing their level of personal 
preparation, or striving to ensure attendance at rehearsals or performances. 
Others practicing/dedication. For some, the work ethic, dedication, or playing 
ability of fellow band members seemed to be a frustration. One member expressed a 
desire to “not [have] to sit next to someone who cannot seem to learn very basic warm-up 
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sequences after many, many rehearsals” (female, 77 years of age). Another member 
shared similar sentiment and had much to say about other members’ rehearsal behavior: 
The only thing that would improve the experience of participating in both of my 
community bands would be for others to have the level of dedication and taking 
rehearsals and concerts/gigs as seriously as I do. Even though these bands are my 
hobbies, I still put my all into something I've committed to. Also, I wish that 
adults would be adults sometimes. Being realistic about expectations, who's 
responsible for things that might happen, and not bringing childish behaviors or 
negativity into my "happy place." (female, 38 years of age) 
According to one member, “It is tiring reviewing and rehearsing the same sections 
of music because people are not prepared” (female, 44 years of age). Other members 
acknowledged the problem of insufficient practicing by peers, but was more forgiving: 
“Sometimes members are not adequately prepared to play their parts and that can hinder 
progress. However, I understand that they all have day jobs and don't have as much time 
to practice” (female, 20 years of age). Another member saw this problem in a different 
way: “[Lack of practice] isn’t a huge issue as it’s important that people are getting to play 
their instruments at all” (female, 23 years of age).  
Better attendance. Performance and rehearsal attendance was a priority for a few 
band members. One member asserted, “We can improve if more people participate in 
weekly rehearsals” (male, 22 years of age). Another tried to explain the cause of 
attendance issues: “Better attendance at rehearsals would help, but the fact that we are 
spread over a large area and most people must work and have other obligations make it 
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hard to attend all rehearsals” (male, 70 years of age).  
I need to improve. Some members judged that they, themselves, were the key to 
enhancing the experience of community band. Personal practice and working to improve 
on their instrument, they suggested, would make community band better. One member 
explained: I feel I could benefit from some private lessons, since I never had any and 
learned to play from a book. If I were more confident in my musical ability, I feel like I 
would enjoy it even more” (female, 28 years of age). 
Nothing 
 Several members (n = 25, 15.1%) felt that nothing could improve their 
community band experience. While most simply replied “nothing” or “I can’t think of 
anything,” one person had a positive critique and outline each member’s responsibility to 
make the band great: “I think [our] band is well organized.  One gets out of it what one 
puts into it” (female, 59 years of age). Another member felt too new to the group to have 
anything to say on the issue, but were optimistic:  
As I just joined I cannot tell as of yet what might need improving. However, this 
band is also conducted by [omitted] and if [he/she] runs it anything like [he/she] 
ran [director’s former position], I imagine we will have an amazing time playing 
music simply for the joy it brings us. (female, 25 years of age) 
Ensemble Size and Instrumentation 
 Of the 166 respondents to the prompt pertaining to ways of improving community 
band, 20 made comments expressing a desire to have more players in the band (n = 13, 
7.8%) or see the band include better instrumentation (n = 10, 6%). These ideas are 
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closely linked. For example, a hypothetical comment like “I wish our band had better 
instrumentation” might be interpreted to mean “I wish we had more playing members” 
or, arguably, “I wish we had all the parts in the score covered.” As such, I combined 
these topics into the ensemble size and instrumentation theme. 
 More players in the band. Some members whose responses I coded with the more 
players in the band topic saw this issue as critical to improving the community band 
experience. “Sometimes it is a struggle to pull enough musicians together for a 
performance” (female, 56 years of age). Another had concerns about the future of 
community band:  
[I hope] to see younger people come play in it so they can see that the older 
people carried their love of music well into their later years. I see a loss of interest 
in music in small town America. This needs to change. (male, 55 years of age) 
Better instrumentation. In some cases, members indicating the better 
instrumentation theme were concerned about part coverage in general: “[We] need more 
community participation to achieve two on a part” (male, 75 years of age). Another band 
member explained how poor instrumentation could be limiting in terms of repertoire: “I 
wish we had a more complete instrumentation so that would not have to be a 
consideration in music selection” (female, 53 years of age). Still others expressed the 
need for new members who play a specific instrument: “Sure would be nice to have a 
percussionist. You would think with the number of people that go through band 
programs, we could find one person to play. It all comes down to passion” (female, 64 
years of age). 
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Summary 
When asked how community band might be improved, four areas were most 
prominent in responses: director/rehearsal management, ensemble operations, playing 
ability/dedication of members, and ensemble size/and instrumentation. With respect to 
their opinions of the directors or his or her rehearsal management, many respondents 
seemed to feel that the rehearsal environment, repertoire selection, and instructional 
approach were where improvement was most needed. Thoughts did, however, differ on 
the nature of these improvements. Some people, for example, stated a desire for a more 
focused, strict rehearsal environment and others wanted a more relaxed atmosphere. 
Similarly, participants saw little common ground with regard to changes in music 
selection. Some participants indicated a general dissatisfaction with the repertoire being 
programmed or wished for more challenging literature while others championed either 
the incorporation of pop music into the repertoire or its removal altogether.  
Similar contradictions existed in responses focused on ensemble operations. Many 
different opinions were shared with regard to this area and people had differing 
viewpoints on almost every aspect raised. Some of the concerns centered on increasing 
the performance activity of a band, altering the amount of rehearsal time, getting better 
rehearsal or performance venues, making membership more convenient, or finding better 
ways to assign parts. Although problems were identified, solutions suggested were at 
odds with one another. This was not unexpected given the differences inherent to 
different ensembles, but knowing that the ensemble operations theme (and the topics 
inherent to that theme) factored prominently in responses may be of importance to 
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stakeholders. 
Agreement was found, however, among those mentioning the playing ability and 
dedication of members. In this area, three ideas were most prominent: the playing ability 
or dedication of other member, attendance, and a need for self-improvement. All who 
indicated a need for more dedication, practice and preparation from their peers seemed to 
feel frustrated about how this impacted their band and their own personal experience. 
Similarly, a few members mentioned attendance concerns. Although more than one 
member empathized with those with attendance problems and expressed understanding, 
the impact on the ensemble, according to respondents, was no less felt. A small number 
of participants turned these criticisms inward and admitted that they needed to work 
harder on their contribution to the ensemble.  
A few people indicated a desire for their band to be larger or to have complete or 
improved instrumentation. In this area, primary concerns included not being able to play 
particular repertoire due to the lack of particular instruments or, simply not having 
enough people to balance each part. At least one ensemble, according to the response of a 
member, struggled at times to have enough personnel to present a concert.  
There were individuals that had no suggestions at all for improving their band. In 
some cases, a member was too new to the group and perhaps felt their opinion lacked 
merit. Others responded in such a way as to imply contentment with the status quo.  
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How Could High School Band Have Been Better? 
Playing Level and Preparation for Community Band 
 I asked participants to respond to three prompts pertaining to how well their high 
school band played, how well they played in high school relative to their band’s playing 
level, and how well they felt their high school band experience prepared them for 
community band. Participants used a 7-point Likert-type scale on which 1 equated to 
“completely false” and 7 equated to “completely true. For results, see Table 15: 
 
Table 15: Perceptions of past playing level 
  
My high school 
band experience 
prepared me very 
well to participate 
in this community 
band 
The playing 
level of my 
high school 
band was 
very high 
Relative to my 
abilities, my high 
school band was far 
below my level 
N 
Valid 215 213 215 
Missing 3 5 3 
Mean 6.05 5.64 3.01 
Median 7.00 6.00 3.00 
Mode 7 7 1 
Range 6 6 6 
Minimum 1 1 1 
Maximum 7 7 7 
 
 In response to the “my high school band experience prepared me very well to 
participate in this community band prompt”, a majority of participants (82.3%) indicated 
that they found the statement to be more or less true (5-7 on the Likert scale). A slightly 
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smaller majority (78.4%) felt that the the playing level of my high school band was very 
high prompt was more or less true. Regarding the relative to my abilities, my high school 
band was far below my level prompt, over 20% of people found the statement to be more 
or less true, while just over 60% found it to be somewhat to completely false; the rest 
remained neutral. 
 Retrospectively, participants tended to feel their high school band had prepared 
them well for community band. Most also felt that their high school band’s performance 
ability was relatively high. Feelings were mixed with regard to participants’ playing level 
in high school relative to that of their high school band.  In general, most participants felt 
that their playing level in high school was either commensurate with their high school 
band or, to a greater or lesser extent, below their band’s level. Approximately one in five, 
however, felt their playing ability in high school was somewhat to significantly higher 
than that of their band.  
To explore insights in this area more fully, I asked participants to describe things 
they felt would have improved their high school band experience. The intent of this 
prompt was to get information about the types of high school band backgrounds 
participants had experienced and, potentially, to provide current directors feedback from 
a seldom-tapped resource. I received responses from 182 participants (83.5%), many of 
whom listed multiple things that could have improved their experience.  Three prominent 
themes were revealed: access to more opportunities/program of better quality (n = 67, 
36.8%), nothing (n = 45, 24.7%), and the director (n = 43, 23.6%). Three additional 
themes are also included in this analysis: less marching band (n = 11, 6%), better 
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school/community support (n = 10, 5.5%), and I could have worked harder (n = 8, 4.4%).  
The full results appear in Figure 20. 
 
Figure 20. Analysis of open-response question: 'Describe things you feel would have improved 
your high school band experience'. 
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Access to Opportunities/Program Quality  
The access to more opportunities/program of better quality theme was used to 
code responses in which participants indicated that they felt their high school band lacked 
sufficient opportunities in one or more of several areas. I included nine separate but 
related topics in this group: access to and encouragement for private lessons (n = 19, 
10.4%), more comprehensive music education (n = 11, 6%), more small ensemble 
opportunities (n = 11, 6%), quality and rigor of selected music (n = 10, 5.5%), 
information about and access to outside of school opportunities (n = 10, 5.5%), being 
part of a bigger band (n = 9, 5%), more performances or competitions (n = 8, 4.4%), 
information and preparation for playing after high school (n = 7, 3.9%), and 
opportunities to learn more instruments (n = 5, 2.7%). The number of topics in this area 
illustrated, among other things, the scope of opportunities high school bands can provide 
to students. 
Private lessons. One band member stated, “Private lessons would probably have 
helped me learn proper technique, but I lived in a small town and that just was not 
available” (female, 62 years of age). Another claimed, “Lessons were something unheard 
of at my school” (female, 54 years of age). In one case, a participant remembered finding 
a way to overcome obstacles to private instruction: “I know this depends on funding and 
availability, but it would have been nice to have private tutors at my school. I had to go to 
another school to receive tutoring on clarinet and tenor saxophone” (female, 24 years of 
age).   
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Comprehensive music education. Another member frequently mentioned band 
program shortcoming was the lack of a comprehensive music education and, in particular, 
lack of access to instruction in music theory or music history. One respondent wished to 
have had “more information and guidance to prepare for studying music in college - 
particularly music theory, as well as what to expect and be ready for” (female, 23 years of 
age). Another member expanded on this idea:  
Even though my director was good, she really didn't teach us thoroughly. I did 
eventually figure things out on my own, but it would have been better to learn 
how the rhythms really work [and] it would have also been nice to learn a lot 
more music theory.  Only received very little ([mostly] what was in the method 
book). (male, 49 years of age) 
Small ensemble opportunities. Some members wished they had had access to the 
opportunity to play in small ensembles outside of their large ensemble high school band 
experience. “I would have liked to have more opportunities to play in chamber music and 
perform outside of school” (female 24 years of age), said one member while another 
claimed, “More small group ensembles would have added to the experience [of high 
school band]” (male, 54 years of age). 
Access to outside opportunities. Members also expressed a desire to have had a 
way during high school to get involved with music outside of school. One band member 
placed the blame for this lack of access squarely on the high school director:  
[My] director was getting old and was waiting for [his/her] youngest kid to 
graduate so [he/she] could retire.  [He/She] had been good in [his/her] day, I was 
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told.  [He/She] didn't tell kids of all the opportunities out there outside of school, 
but this school was also in [Kentucky] and there wasn't anything else besides 
church music at that time. (female, 49 years of age). 
Another member for access to community music opportunities: “I wish there had been a 
community band available to play in outside of high school, but I'm from a small town 
and there was not” (female, 59 years of age). Other outside opportunities identified by 
members as missing from their high school band experience included all-district and all-
state participation, partnerships with other schools and with community bands, and 
college music festivals. 
Having a larger band program. Some members believed that, had they been part 
a larger high school band, their experience would have been better. One member who had 
both a large band and small band experience in high school noted the difference:  
I moved in the middle of my junior year in high school from a large HS band in 
an urban community to a small HS band in a rural community. The difference in 
size and quality of the two programs was tremendous (male, 58 years of age).  
Another member experienced two different band programs and, according to them, the 
size of the programs made all the difference: 
I think it's important to note that I attended a very small parochial school, and 
until I switched schools my senior year, there were at most 15 members in the 
band. When I switched schools my senior year the size of the band was 
somewhere between 30-40 . . . it was a public school but still small. I think that 
had I attended the public school during the entirety of my secondary education 
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that I may have developed into a better player. I definitely would have been more 
prepared to play in college. (female, 31 years of age). 
Other issues raised by respondents pertaining to band size included not having enough of 
a particular instrument or being unable to create specific types of ensembles due to lack 
of personnel. 
Number of competitions or performances. Increased activity would have 
improved the high school band experience, according to some. For example, one member 
stated, “My high school band experience would have been improved if …our band had 
more opportunities to play for the community” (male, 22 years of age). Another agreed 
and specified, “[I would have liked] more community performances at local events and 
parades” (male, 50 years of age). Others wished they had had more performances outside 
of their local community: “[I would have liked] more opportunities to participate in 
various national band competitions - both as a band and individually” (female, 51 years 
of age). Another member with similar ideas said, “Travel, my high school band did not 
travel for performance opportunity” (female, 56 years of age).  
Preparation for continuing after high school. Increased preparation for 
continued musical involvement after high school was mentioned by a few members.  
One member wished that opportunities for amateur musical engagement had been 
discussed: “[I wish I had received] information about community groups so that I would 
have known more options for playing after high school without dedicating all of my time 
trying to become a professional musician” (male, 32 years of age). According to one 
member, their continued musical engagement after graduation required connections 
  
146 
outside of high school band due to the lack of information and encouragement within 
their program:  
I was fortunate to have a mother engaged in community music-making, so I knew 
already what path to take as an adult out of high school.  Otherwise, there was no 
emphasis in high school band about playing after graduation. (female, 44 years of 
age) 
In other cases, members felt their experience in high school band left them ill-equipped to 
play beyond high school. One member, for example, stated: 
Having a director who knew something about playing the flute would have been 
so helpful when I was first learning to play. As a result [of not having that], I had 
to learn on my own. [I] was unable to learn how to play properly until later in life.  
The formative years of learning an instrument are crucial in developing proper 
skills. (male, 79 years of age) 
Nothing 
The nothing theme was used to code responses in which participants indicated 
that there was nothing that could have improved their high school band experience. One 
participant said that, “I was privileged to have been in one of the top high school bands in 
the state under [director’s name omitted]. [He/She] and the other directors provided us 
with many amazing experiences that I still cherish to this day. They also nurtured a 
passion for music that became a huge part of many of us. I cannot think of anything they 
could have done better” (female, 25 years of age). Another respondent was very open 
about obstacles in her personal life and how band helped overcome them, “My high 
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school band experience was a vital factor in my success as an adult. A very unstable 
family situation gave me self-esteem issues. Band was my escape from that. Band also 
built my self-confidence, which allowed me to become a self-sufficient, productive 
member of society” (female, 49 years of age). 
Director  
I code responses in which participants mentioned issues with their high school 
directors’ personality or level competence, or that mentioned the issue of director attrition 
with the director theme. I identified three topics under this theme. Several members 
indicated that they had personality issues or differences of opinion with their high school 
director (n = 27, 14.8%). Others felt the instruction approach of their high school director 
lacked in some fundamental way (n = 16, 8.8%). Finally, in a small number of cases, 
director turnover was an issue for some members during their high school experience (n 
= 4, 2.2%).  
Personality issues. Some of those whose responses I coded with the personality 
issues with the director topic expressed strong feelings on the topic. One member, for 
example, had the following to say: 
I think that if my high school director had been less rigid in his approach to the 
students that my experiences would have been better. He was an angry man that 
did not control his emotions in front of the group. I think this had a disastrous 
impact on many of the students. (male, 58 years of age)  
Another member expressed similar feelings, “The person in charge of the department was 
arrogant and egotistical, though the supporting staff people were excellent” (male, 56 
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years of age). Not every member indicating this theme felt director personality was the 
issue. In one case, a member who had moved to a different school during high school 
characterized one director as apathetic: “One of the directors was very encouraging and 
inspirational in my musical pursuits the other was indifferent. Consistency between the 
two programs would have greatly improved my high school band experience” (male, 58 
years of age). 
Instructional approach. In some cases, members were more specific about how 
they felt their director’s instruction approach fell short: “[My director needed to have] 
better plans for improvement of technique for the entire band [and] realistic measures of 
performance skill” (male, 57 years of age). Another felt perhaps that the director needed 
to focus “more attention [on] students who [did] not immediately present strong talents” 
(female, 21 years of age). A similar concern was expressed by a different participant who 
mentioned rehearsal approach and repertoire changes as possible solutions: “[My band 
needed] more time spent in sectional rehearsals and playing music that was attainable by 
more of the ensemble and not just the top 25%” (male, 29 years of age).  
Some members also had specific suggestions related to presenting repertoire: 
“[There should have been] more [emphasis] on sight reading and learning new music 
including history of music, composer, etc.” (male, 40 years of age). Other members 
recollected that their director had neglected sections of the band in favor of other 
sections. One member implied that the quality of the band was poor, in part, because the 
director had lacked experience: “My high school band was terrible. It was small and we 
had a brand-new director straight out of college. Even as a freshman I was playing 
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beyond the ability of the band” (female, 43 years of age). 
Director turnover. Director changes had been problematic for a small number 
members. Changes in approach and lack of consistency were primary concerns for 
members who indicated this theme. One member said, “We had two directors during high 
school due to draft/military service of first director. This caused some disruption of 
philosophy” (male, 60 years of age). Another member “had three [different] directors in 
three years” (male, 65 years of age) and noted how this caused problems with 
instructional continuity. In one case, the problem presented itself in a situation where a 
community band member had lost a well-liked director: “[Band would have been better] 
if [the director I liked] would have not left after my 10th grade year” (male, 59 years of 
age). 
Less marching band. If an excessive focus marching band was mentioned 
specifically be respondents as something that detracted from their high school experience, 
the less marching band topic was used to code the response.  One band member stated 
that he would have preferred “less emphasis on marching band competition, more on 
sight reading and learning new music” (male, 40 years of age). Another participant 
echoed this sentiment: “I think more emphasis on concert playing, theory and a bit of 
music history would have been of more long-term benefit than the emphasis on 
competitive marching” (female, 53 years of age). 
Better school/community support. The better school/community support topic 
was used to code responses in which band members indicated a lack of funding or 
appreciation for their band program within their school or community. One participant 
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was specific about the impact of funding shortfalls: “The desire, talent and teaching was 
there, but the instruments were often rehabbed or barely in working order, the marching 
band uniforms were old, the teachers weren't paid enough - I could go on, but you know 
the struggle” (female, 38 years of age). Another member painted a bleaker picture: “[It 
would have been better if] the school system [was] not constantly threatening to cut the 
program.  Our band booster program actually paid half of our band director's salary one 
year.  The program was completely cut a few years after I graduated” (female, 33 years of 
age). 
I could have worked harder. The I could have worked harder topic was used to 
code responses in which band members indicated that they felt they could have taken 
better advantage of the opportunities offered by their band program. One band member 
lamented their effort level in high school: “I always wish I had taken more lessons while 
in high school. I didn't have the grit necessary to improve musically, partially because I 
was disinclined to do so, but at the same time I wanted to be better” (male, 25 years of 
age). Another implied potential negative social influence on their work ethic: “[I wish I 
had taken] music more seriously, [taken] lessons, not [been] influenced by peers and 
stereotypes” (male, 60 years of age). 
Summary  
Generally, participants reported that their high school band experience had 
prepared them to function well in a community band setting. People also tended to reflect 
that their high school bands performed at a high level and that, for the most part, their 
own playing ability was on a similar level to that of their band. Despite the overall 
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positive feedback about their high school band experience, participants had much to say 
with regard to ways their high school band experience could have been better.  
In retrospect, over a third (36.8%) of participants wished that they had more 
opportunities while in high school band or were part of an overall better band program. 
Chief among the opportunities members wished they had were private lessons 
opportunities. Several also felt that their high school band experience could have been 
more comprehensive (e.g., could have included music theory and history) and done a 
better job of informing, encouraging, and preparing students for musical engagement 
after graduation.   
Nearly a quarter (24.7%) of respondents reported personal issues with their high 
school director, their director’s approach to instruction, or with director attrition. Many of 
the personal issues focused on the director’s personality and demeanor. With regard to 
instruction approach, members made note of either their director’s weakness in content 
delivery or of problems with their director’s approach to instruction (e.g., not enough 
sight reading, rehearsal techniques).  
An additional quarter (23.6%) reported being content with their high school band 
experience or having nothing they felt would have improved it. These members claimed 
to have had an amazing high school experience and were unable to report any 
deficiencies. Several commented about how important their band director had been to 
their arrival at this assessment of their experience. 
Other themes that appeared with less frequency included less marching band, 
school/community support, and I could have worked harder. For those members 
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indicating the less marching band theme, the general consensus seemed to be that, from 
the members’ perspectives, marching band had been a detriment to other aspects of their 
program and to students’ long-term success. A few members felt like their school or 
community just didn’t sufficiently support their high school band program. Funding for 
the band program and appreciation for band members were key comments in this area. 
Finally, eight members indicated that their high school band experience could have been 
better if they had personally worked harder. For most members indicating this theme, it 
came down to not taking music seriously or simply not practicing.  
Advice for High School Band Directors 
I gave study participants the opportunity to provide feedback on the 
encouragement for continuing musical involvement beyond high school they may or may 
not have received from their high school director. In addition, I asked participants what 
advice they would give to current high school directors with regard to successfully 
helping their students transition to adult music-making. This feedback was collected and 
analyzed with the intent that it should inform current practice and, potentially, help 
directors who wish to assist their students bridge the gap from being musically involved 
in school to being musically active adults develop means to facilitate this end. 
High School Encouragement 
 I presented participants with a group of five prompts intended to gauge the degree 
to which participants’ high school directors encouraged and informed them about 
opportunities for musical activity after high school graduation. Participants responded 
using a 7-point Likert-type scale rated from completely false (1) to completely true (7).  
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Results appear in Table 16: 
Table 16: High school director encouragement for musical activity beyond high school 
  
 Two prompts, “my high school director(s) frequently made me aware of 
opportunities to play in college” and “my high school director(s) strongly encouraged me 
to play in college”, both received only moderate agreement from participants. In each 
case, over a third (37.6% and 37.7%, respectively) found these statements to be more or 
less false and around half (48.8% and 54.4%, respectively) feeling that the statements 
were more or less true. “My high school band director(s) expressed a strong desire for 
students to continue playing after graduation”, similarly, received a mixed response with 
40% indicating more or less false and 48.8% indicating more or less true.  
Two prompts focused on community band, specifically.  When asked to respond 
to “my high school director(s) frequently made me aware of community band 
opportunities” and “my high school director(s) strongly encouraged me to play in a 
community band”, a strong majority of participants (70.1% and 71.2%, respectively) 
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believed these statements were more or less false. Only around 20% found either of these 
statements to be more or less true. 
Bridging the Graduation Gap 
 I asked participants to describe ways they felt high school band directors could 
increase the number of students who continue to play after graduation. I intended for this 
question to not only provide important feedback for current music educators, but also to 
provide insight into aspects of participants’ high school band experiences that may have 
been influential in their own choice to continue music participation beyond graduation. I 
received responses from 184 participants (n = 84.4%) and identified several topics which 
were subsequently combined into two themes: connect students to opportunities after 
high school (n = 94, 51.1%) and the nature of the high school band experience (n = 81, 
44%). Full results appear in Figure 21: 
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Figure 21. Analysis of open-response question: 'If you were to advise school band directors on 
ways they can help increase the number of students that continue to play after graduation, what 
would you tell them?'. 
 Connect students to opportunities. The connect students to opportunities after 
high school theme was used to code those responses in which participants indicated that 
high school band directors should take an active role in bridging the gap between high 
school and adult music-making. Participants saw directors fulfilling this role in a variety 
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of ways. Primarily, participants indicated that directors should simply inform students of 
the opportunities to continue playing (n = 47, 26%).  Specific opportunities mentioned 
included informing students about community bands and ensembles (n = 38, 21%) and 
about playing opportunities as either music majors or non-majors in college (n = 16, 
8.7%).  
Make them aware of both opportunities to play in college and community band or 
other community music opportunities outside of school. Also, emphasize the 
benefits of continuing to play. A high school student who is already seriously 
motivated won't need much encouragement outside of helping them find the 
opportunities, but there are many "on the fence" players who might consider 
continuing their music if they can be convinced that it is worth the time and effort 
(female, 24 years of age) 
Some members implied the regret of not knowing about such opportunities: “Please make 
them aware of the opportunities!  I wasn't aware that community bands even existed until 
I was out of college” (female, 58 years of age).  
Encouragement. Beyond providing students with information, some community 
band members felt encouragement was what directors needed to provide (n =30, 16.3%). 
“Be supportive and encouraging. I had two directors in school that I felt very close to, 
and they constantly encouraged me to find additional opportunities to compete and to 
play. They were great role models for me” (female, 28 years of age). Some were quite 
adamant that directors should take an active role in the encouragement of students to 
continue: “Push, push, push, advertise! Go play with them” (female, 61 years of age)! 
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Lifelong benefits. Responses also included suggestions for directors to discuss 
lifelong benefits of music-making (n = 15, 8.2%). one community band participant 
commented: 
As I tell any young person who will listen, you can play music all your life. 
Sports, not so much. It benefits your brain, your lungs, your dexterity. You can 
have a second family of musician friends, no matter your age or ability. (female, 
43 years of age) 
Another member encouraged directors to “provide examples from literature of the health 
and intelligence benefits of playing music in a group” (female, 44 years of age). Health 
was not the only benefit mentioned by members as needed to be shared with students. 
Enjoyment and satisfaction, improvements to quality of life, stress relief, and the 
development of important life skills were all benefits mentioned by respondents. 
Non-career music opportunities. A few members thought it would help for 
directors to inform students about opportunities for non-career music-making as adults (n 
= 8, 4.3%). Regarding non-career opportunities in music, one participant had this 
suggestion for directors: 
Let them know that band does not always have to be about competitions and 
getting grades. Let them know that if you want a career in band, there are lots of 
opportunities, however, if you don't want a career in band, there are lots of fun 
ways to still play your instrument and enjoy keeping up your musical ability. 
(female, 50 years of age) 
A similar suggestion was made by another member who said, “Show them all the ways to 
  
158 
continuing performing and bring in guest speakers/performers from the community.  
Show them they do not have to have a degree in music to continue playing” (female, 33 
years of age). As yet another member asserted, directors should “emphasize the 
opportunity to grow and improve as a musician even if your career choice is other than 
music” (female, 57 years of age).  
Model post-graduation musical engagement. A final facet of the connect 
students to opportunities after high school group of themes was iterated by a small 
number of participants who felt that directors should lead by example (n = 7, 3.8%). 
These participants felt that directors should take active roles as either playing members of 
community bands or leadership roles by way of organizing or conducting such groups. “[I 
would tell them] to lead by example and continue to be functioning/performing 
musicians,” said one community band member (male, 76 years of age). 
The Nature of the High School Band Experience 
The second theme contained topics centered around the nature of the high school 
band experience. Participants had a variety of suggestions on how a director might best 
create a high school band experience conducive to continued participation into adulthood. 
I included eight topics in this theme: miscellaneous extra-curricular opportunities (n = 
26, 14.1%), community band connections (n = 22, 12%), make high school band 
fun/enjoyable (n = 14, 7.6%), de-emphasize competition (n = 14, 7.6%), focus on high 
quality concert playing/repertoire (n = 9, 4.9%), opportunities to view band 
performances (n = 9, 4.9%), provide a quality band experience/teach essential skills (n = 
6, 3.3%), and positive director/student relationships (n = 6, 3.3%). 
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Miscellaneous extra-curricular opportunities. Some community band members 
thought involving students in myriad extra-curricular music-making opportunities was 
the best way for band directors to increase the number of students who continue to play 
following graduation. Specific opportunities mentioned were solo and ensemble 
performance (n = 14, 7.6%) and private lessons (n = 4, 2.2%). Several members referred 
more generally to music opportunities outside of school (n = 10, 5.4%). One participant 
alluded to these experiences as something that would empower students to continue after 
high school: “Involve them in as many playing opportunities as possible – ensembles, 
crossing genres, playing in the community for events, etc. The more avenues to play that 
can be provided, the more a student will envision themselves being able to play beyond 
high school” (female, 42 years of age). 
Community band connections. Many suggested forming connections with 
community bands that would provide opportunities for students while they were still in 
school. One member, for example, said, “I am certain that many [students] do not know 
there are community bands in their area.  I feel that the directors would benefit from 
going to the community band concerts and practices, sending the schedules to students 
and actively engaging them to play, both in their high school years as well as after 
graduation” (female, 54 years of age). Another suggested that high school band directors 
“arrange a side-by-side concert” featuring the high school and the community band or 
that they “develop a mentoring program with retired musicians” (male, 36 years of age). 
Make high school band fun and enjoyable. Making high school band fun and 
enjoyable was another aspect participants thought to be critical to students’ decision to 
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continue making music beyond high school. One participant implied that perhaps some 
directors had lost sight of some important aspects of making music:  
Never let it stop being fun, and keep focused on the right things. Teach your 
students to love making music with others just for the love and fun of it. Make it 
about playing/marching the best you possibly can while having a great time. 
Emphasize that the most important things about being in band have nothing to do 
with trophies, evaluation ratings, or chair placement. Instill a love of music and 
making music with others in your students that will go well beyond their high 
school years (female, 30 years of age). 
De-emphasize competition. A similar idea was shared by other community band 
participants. They claimed that directors needed to de-emphasize competition. Of these, 
half mentioned marching band specifically (n = 7, 3.8%). Directors need to have, “[l]ess 
focus on competitive marching band,” claimed one participant, “and more focus on 
quality playing and high-level concert playing” (female, 27 years of age). Another 
participant agreed and underscored the lack of long-term importance found in 
competition: “Teachers should not allow too much focus on competitions and scores; 
those will not factor into lifelong musical participation” (female, 53 years of age). 
Quality playing and literature. Community band members also urged directors to 
focus on quality concert playing and literature (n = 9, 4.9%). “Provide a challenging 
menu of music,” encouraged on community band member, “just slightly beyond what 
students can comfortably play, but give lots of affirmation of efforts made to learn to play 
the music well” (female, 73 years of age) Another participant encouraged directors to 
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“[u]se music that is engaging, multi-generational, and challenging (male, no age 
provided).” One participant was critical of the repertoire choices of some directors: 
“…the level and kinds of music many [bands] play does not expose the students to 
quality literature.  So, instill in the students a love of GOOD music. If you can't hum 4 
bars of what you just heard did you hear music or just notes” (male, 70 years of age)? 
Exposure to performances. Another important aspect of the high school band 
experience, according to participants, was opportunities for students to be audience 
members for a variety of performances. Specifically, directors were encouraged to 
“[i]ncrease [student] exposure to community and college band performances (male, 43 
years of age),” by “[taking or encouraging] students to attend quality band and orchestra 
concerts [or inviting] community bands to play concerts in the area” (male, 65 years of 
age). One community band member explained this rationale: “Invite college musicians 
and ensembles and community bands to perform for your students so that they have the 
opportunity to see what they can be part of” (male, 28 years of age). 
Teach essential skills. A few participants mentioned that directors should, in 
general, provide a quality band experience and provide students with the essential skills 
they need to engage in adult music-making. Directors were encouraged to “[t]each 
students to be musically independent (male, 58 years of age),” and to “[c]reate an 
environment and experiences that foster a life-long love for music” (male, 34 years of 
age). These members felt that this might make the transition to post-graduation music-
making easier.  
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Positive teacher/student relationships. With regard to positive student 
relationships, participants urged directors to “[b]e supportive and encouraging (female, 
28 years of age),” without being “so uptight and rigid” (female, 52 years of age). One 
member put simply, “Students have to care about what they are playing and believe that 
you care about them” (female, 34 years of age). According to those indicating this theme, 
positive rapport with students was essential for high school directors wishing to facilitate 
student transition to membership in informal, adult musical activity or matriculation to 
college and university band programs.  
Summary 
Participants’ responses were mixed with regard to whether or not their high 
school director informed them about and encouraged college music participation or 
whether or not their director expressed a desire for students to continue musical 
involvement after graduation. Regarding community band however, responses were more 
one-sided. Participants indicated that, in general, their high school director didn’t inform 
or encourage students about participation in community band. Whether this was due to a 
lack of community band opportunities at the time or in the area was unclear. In 
retrospect, only about half of participants felt that their director had expressed a strong 
desire for students to continue musical participation after graduation. Similarly, about 
half reported having received information about and encouragement for college musical 
involvement from their high school band director. High school directors’ efforts to 
inform and encourage students for eventual community band participation, however, was 
far less common, according to participants.   
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Over half of respondents felt that directors could facilitate transition to adult 
music-making by actively working to connect students to opportunities after high school. 
Providing students with as much information on opportunities as possible, encouraging 
their participation in post-graduation musical activity, and letting students know about 
how adult music participation might provide lifelong benefit were all strategies that 
participants felt band directors could employ to facilitate their students’ connection to 
adult music-making opportunities. In addition, participants suggested that directors 
should emphasize the potential for non-career music-making and to personally model 
adult musical engagement by participating in musical activity like community band.  
An almost equally prominent theme among responses was the nature of the high 
school band experience. Participants indicated that they felt a director might help 
students bridge the gap to adult musical engagement by ensuring certain aspects of the 
high school band experience. Participants had a variety of thoughts, however, on what 
aspects were important. Directors were encouraged to facilitate diverse extra-curricular 
musical opportunities for students and work to connect students with community band 
performance while students were still in high school. A few members felt that the key to 
fighting attrition at graduation was making sure band remained fun and enjoyable and, in 
some cases, de-emphasizing competitive aspects common in high school bands. As 
further means to bridge the graduation gap, directors were encouraged to provide quality 
instruction and exposure to good repertoire, ensure students have opportunities to hear 
other bands perform, and work toward student mastery of essential skills.  A few also 
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mentioned maintaining a positive director/student rapport as an important aspect of 
student retention to adult music-making.  
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CHAPTER 6: DISCUSSION 
 In this final chapter, I have interpreted the findings reported in Chapters 4 and 5 in 
terms of how these findings related to each of the research questions. Findings of 
particular interest and potential implications of this research are discussed as well as the 
limitations of this study and potential directions for future research. Though studies like 
this can provide a wealth of information about community bands and their participants, 
understanding the importance of knowing cannot take place in a vacuum. The 
relationships that exist between community bands, school music programs, and the 
communities in which both exist, for example, provide the critical context through which 
one can ultimately realize the importance of gaining understandings about community 
music organizations.  
Adult music-making and the benefits of such activity not only to participants, but 
also to the communities in which such activity occurs, for example, has the potential to 
provide a powerful rationale for the existence and support of school music programs. 
This potential cannot be fully realized, however, unless and until it can be shown that 
school music programs are capable of and are the most effective means to affect 
transition to adult music making. This is only one example of how an investigation like 
this study can begin to provide understandings which can have lasting and far reaching 
implications for a variety of community music stakeholders.    
Summary of Findings 
Who Participates in Kentucky Community Bands? 
 The average participant in Kentucky’s community bands was white, college 
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educated (with nearly half holding a Master’s degree or beyond), employed, and living in 
a household with an income above the Kentucky state average. A little over a quarter of 
participants (28%) indicated they were retired. Participants were, for the most part, 
evenly split between males and females, but female participation in community band 
dropped significantly after age 65.   
Gender. With regard to gender distribution, Mantie (2012c) noted that the 
percentage of male and female participants remained fairly equal until age 65. Among 
participants aged 65 or older, Mantie found that female participation diminished sharply 
(83% male, 17% female in Mantie’s sample). An almost identical phenomenon was 
found in the present study (82.1% male, 17.9% female among members 65 or older). 
Cavitt (2005) and King (2009) both found a small majority of male participants compared 
to female but did not break down the analysis further to investigate gender distribution by 
age group.  
An opposite distribution tendency occurs in community choirs, according to 
Vincent (1997). Vincent found that female participants outnumber male participants at a 
ratio of 2:1 and that, “the disparity of numbers between men and women as these singers 
grow older grows wider (1997, p. 143).” It should be noted, however, that male 
participation in vocal music, including among school-aged musicians, has long been an 
area of concern (Freer, 2007; Gates, 1989). The reasons for declining female participation 
in community band as a function of age were unclear, but echoed findings of Coffman’s 
(2008) survey of New Horizon’s ensembles. One possible explanation was the 
generational differences in the perception of gender roles. For older generations, perhaps 
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some view band as a traditionally male activity. If so, the findings of future research may 
show this phenomenon diminishing as modern sensibilities with regard to gender equality 
become characteristic of this older demographic. If, however, this trend in female 
participation decline continues, research will need to search for other potentially 
influential factors.  
 Music background. Over two thirds of Kentucky community band participants 
came from a high school band program of over 60 members. The average participant 
claimed to have had over four years of private instruction. Nearly a third of participants 
indicated that they held or were pursuing a degree in music and over 20% were employed 
in or retired from a music-related field. Only about 16% identified as current or former 
K-12 or college music educators. In other words, the majority of Kentucky community 
band participants worked in fields unrelated to music. 
Mantie (2012c) reported that 73% of study participants felt that their school music 
experience had prepared them well for community band. A nearly identical response was 
found in the present study (75% indicating agreement or strong agreement with a similar 
statement). Mantie also indicated that 60% of participants had reported participation in 
private lessons on their primary instrument. Cavitt’s (2005) findings, similarly, indicated 
that a majority of participants had engaged in private lessons. These findings are 
consistent with those of the present study. The percentage of participants in the present 
study who reported they were current or former music educators at either the K-12 or 
college/university level (15.7%) was slightly less than half the percentage found by 
Bowen (1995), who reported nearly a third of participants were current or former music 
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educators, but was consistent with the percentage found by Cavitt (23% were performers, 
music librarians, or music educators). 
 Race. Findings of this study pertaining to age, race, education, and income 
demographics echoed the findings of Mantie (2012c) Cavitt (2005), and Bowen (1995). 
In each of these cases, the average community band member was found to be middle-
aged, well-educated, and upper-middle class. In terms of race, Mantie found “almost no 
visible minority participation” (2012c, p. 28). Bowen (1995) also noted a very low rate of 
minority participation in community band. These findings were consistent with those of 
the present study and also with studies investigating community choir (e.g., Bell, 2004; 
Tipps, 1994; Vincent, 1997) and community orchestra (e.g., Brown, 2016; Williams, 
2013).  
There could be several potential causes for this racial disparity. Culturally, bands 
can trace much of their lineage to traditions that originated in Western Europe and, as 
such, this may impact the participation interests of minority students who may view band 
as a predominantly white activity. Socioeconomic status (SES) may also be a factor. As is 
evidenced by this study and others, band members tend to be more affluent than the 
societal average. African Americans and Latinos lag significantly behind whites and 
Asians in median household income (Pew Research Center, 2016). African-American and 
Latino children, for example, experience poverty at more than double the rate of 
Caucasians (American Psychological Association, 2017a). With the costs of acquiring an 
instrument, private lessons, and related activities (e.g., band trips, fees, honor band 
clinics), it is easy to imagine that school band may be a luxury that, for many such 
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minority students, is out of reach. Another potential obstacle for these students may be 
access to a band program of quality or access to any band program at all. It only follows 
that adult band participation by minorities would, similarly, be quite low. 
According to Elpus and Abril (2011), who, based on data collected from the 
Education Longitudinal Study of 2002, constructed a demographic profile of high school 
band, choir, and orchestra students in the United States, the tendency for whites of above 
average SES to predominate in music ensembles is not limited to community band. Elpus 
and Abril found that high school music students were not a representative subset of high 
school students due to the overrepresentation of whites, students of higher SES 
backgrounds, students with higher academic achievement levels, and children of parents 
holding advanced degrees. Do minorities feel unwelcome in school and community 
bands? What factors contribute most to this disparity? Are there community band 
recruitment practices that exclude minorities intentionally? These questions and more 
could be addressed in future research. For example, future research might reveal a 
cultural component at play within minority groups and that socioeconomics are less of a 
factor than assumed. 
What Are Their Patterns of Participation? 
 Participants in Kentucky’s community bands tended to be very dedicated to their 
musical engagement and most displayed all of the attributes of serious leisure described 
by Stebbins (1982) and, specific to a musical context, by Gates (1991). Over half of 
respondents had participated in community band for seven or more years and the vast 
majority (over 95% of respondents) reported perfect or near perfect attendance at 
  
170 
rehearsals and performances. Thus, there seems to be a high level of personal 
commitment to attending and participating in this community activity. Cavitt (2005) 
described a similar commitment with an average term of participation in community band 
of 8.5 years.  
In terms of how participants perceived the seriousness of this leisure activity, 
nearly four of every five people self-identified as either a hobbyist (e.g., serious about 
musical activity and performing well, but motivated more out of a sense of enjoyment, 
fun, or social aspects) or an amateur musician (e.g., strong player, serious about musical 
activity, not seeking a music profession, but may occasionally get paid to perform). Only 
5.6% of respondents indicated that they did not take musical activity very seriously. 
These findings suggest that, even though enjoyment and social activity factored 
prominently among the values of community band reported by participants, the vast 
majority of band members take their musical activity seriously. 
 Well over half of participants (61.5%) were involved in other musical activities in 
addition to their community band participation. Several types of musical activities were 
indicated, such as other community bands, jazz or popular music ensembles, choirs, or 
other small ensembles. The most prominent of these other activities, however, were 
musical activities related to church. Over a third of all study participants indicated that 
they were involved in two or more musical activities beyond their community band 
participation. Bowen (1995) had similar findings and indicated that over 75% of 
participants in that study indicated being involved in at least one other musical ensemble. 
Cavitt (2005) also found similar participation patterns and noted that, in that study, 
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participants indicated played an average of 3.9 hours per week in various activities (e.g., 
church, community, professional/semi-professional large ensembles as well as small 
ensemble playing). This evidence seems to indicate that, in additional to being committed 
to their community band activity, the musical activity of the majority of community band 
members went well beyond their participation in their community band.  
 The participation patterns of community band participants support their self-
reported behavioral engagement with the activity. Like any leisure activity, it was 
possible that Kentucky community band could have been made up of the full range of 
member types – from dabblers who show up to rehearsals when they feel like it to highly 
committed amateurs and professionals. This was not the case with the community bands 
in this study, which seemed to be made up almost entirely of highly committed, engaged 
members who attended almost every rehearsal and almost never missed a performance. 
Why Do They Participate and What Do They Gain? 
 Overwhelmingly, participant responses gravitated more toward intrinsically 
motivated in terms of their participation in community band. Participants reported that 
they participated in community band because they enjoyed it or because it helped them to 
remain musically active. It was clear that, for most participants, community band was 
both a hedonic activity and an activity they valued for its ability to support their desire to 
continue musical activity or maintain musical skills.  
Similarly, Both Mantie (2012c) and Cavitt (2005) found that intrinsic factors were 
predominant among the reasons for participation among their respondents. Mantie found 
that 58% of community band participants ranked “the music” as the most important 
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reason for participating. Cavitt reported that 70% of participants indicated 
“enjoyment/fun” as their primary reason for participation. It should be noted, however, 
that although purely extrinsic motivations were not a factor for all but a few participants 
in the present study, there were several who indicate introjected regulation. Statements 
like “I am involved in this community band so I can prove something to myself” and “I 
would feel bad if I didn’t”, both indicators of introjected regulation, had some degree of 
agreement from over half or over a third of participants, respectively. 
How Do Participants Feel Their High School and Community Band Experiences 
Could Have Been/Could Be Improved?  
 In general, a strong majority of participants indicated that they felt their 
community band’s playing ability was high. Furthermore, relative to their own playing 
ability, participants indicated that their band was at or above their personal playing level. 
When it came to making suggestions for how their community band might improve, a 
number of participant ideas came from their responses. The two most prominent themes 
were director/rehearsal management and ensemble operation, both of which were 
indicated by nearly a third of respondents. Participants indicating these themes had 
several different and sometimes contradictory thoughts on how to improve these areas.  
With regard to director/rehearsal management, repertoire selection factored 
prominently, but opinions differed on how this might improve. So, too, did opinions on 
how the community band directors’ instructional approaches and rehearsal management 
styles might improve. Some wished for environments that were more focused and strict 
while others suggested a laid back, relaxed atmosphere. In terms of ensemble operations, 
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there were, again, myriad opinions on how to improve this area. Most prominent were 
suggestions about changing the amount of performance or rehearsal activity with many 
suggesting more of both.  
Other prominent themes indicated that many members wanted to see an 
improvement in the playing ability and dedication of members in their band, often 
including themselves in this criticism. In addition, a number of respondents wanted to see 
their ensemble grow or, at least, to see an improvement in overall instrumentation of their 
band. There were others (15.1%) who felt that nothing could improve about their 
community band experience. Mantie (2012c) identified similar areas of concern were and 
listed performance issues, amount of rehearsal time, playing standards, interpersonal 
issues, membership issues, organizational issues, better music/repertoire, and 
convenience of participation as some of the things participants indicated would improve 
the community band experience. 
 Regarding their high school experiences, nearly a quarter felt nothing could have 
been improved. Among participant suggestions, most felt their either increased access to 
opportunities or a change with regard to their director would have improved their 
experiences. Some participants lamented not having sufficient access to or 
encouragement for opportunities like solo and ensemble, private lessons, or facets of 
music education like music history or music theory.  Others would have liked more 
exposure to playing opportunities outside of school while they were still in high school. 
A few reported having personal issues with their high school director or his or her 
  
174 
approach to instruction or, alternatively, wishing there had been less director attrition 
within their high school band program. 
What Insights or Advice Do Community Band Participants Have for High School 
Band Directors Wishing to Facilitate a Transition to Lifelong Music-Making for 
Their Students? 
 Participants reported that high school band directors had two primary means of 
connecting their students to music-making after graduation. First, participants indicated 
that directors should inform students about adult opportunities (e.g., college band, 
community band) and encourage them to participate. Some participants also suggested 
that it was important for directors to model this type of participation for students by being 
involved in such adult music-making opportunities. Secondly, participants said directors 
needed to focus on the experience they provide their students. Many suggested that 
facilitating extra-curricular opportunities to play or forming connections with community 
bands while students were still in high school could help bridge the gap. Others urged 
that making sure that students enjoyed their high school band experience and, in some 
cases, de-emphasizing the competitive aspect of high school band was important. A 
smaller number of participants indicated that they felt getting students to participate 
beyond high school rested on skill-building and on exposing students to quality concert 
performances. For a few, ensuring a positive director-student rapport was also critical. 
 Cavitt (2005) asked a similar question to community band participants and found 
that 26.5% suggested teachers needed to provide more information about community 
band. A further 21% urged band directors to make band fun and 16.4% indicated that 
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music teacher encouragement was important to students’ decisions to participate as 
adults. These themes were very similar to those found in the present study and would 
seem to imply that not enough is being done by music teachers to connect students to 
musical activity beyond graduation.  
Findings of Note 
Lack of Diversity 
 Perhaps one of the more troubling findings of this and other studies was the lack 
of diversity among community band participants. Age and gender withstanding, the 
sociodemographic profile of participants seems remarkably homogeneous. The reasons 
for this are complex and suggest implications for future research.  
One possible explanation comes from an investigation by Costa-Giomi and 
Chappell (2007). These researchers found that, although students in schools with higher 
percentages of minority or disadvantaged students had equal access to music instruction, 
there was a disparity number of important resources for these programs (e.g., financial 
resources, adequate facilities, and supportive parents). Given that participants in the 
present study indicated that they came from larger, quality programs (e.g., that prepared 
them well for community band and that maintained a playing level commensurate with 
students), it might be inferred that these programs were among those that benefit from 
access to greater resources like those described by Costa-Giomi and Chappell.  
According to DeLorenzo (2012), socioeconomics and access to programs of 
quality may not be the only issue. DeLorenzo pointed to a lack of understanding on the 
part of a predominantly white teaching profession of the psychological and sociological 
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implications of skin color to the identity formation and participation choices of minority 
adolescents. According to DeLorenzo, having a teacher of color (whether in music or in 
non-music subjects) may well affect minority student engagement and awareness of 
potential career paths that had been presumed to open only to whites. Perhaps 
understanding these cultural differences and differences in perception is the key to 
mitigating the racial disparity in both school and adult band participation. The only way 
to avoid conjecture on this point is to direct future research to uncovering causal 
relationships to the lack of participant diversity and investigating the efficacy of 
techniques for involving a more diverse array of people.     
Possible Complicity/Complacency of High School Band Directors  
 If adult music-making and the growth of musical communities is to be a desired 
end of school music programs, certainly one of the more surprising and troubling findings 
of the present study was the apparent lack of information or encouragement for post-
graduation musical involvement provided to students by high school band directors. 
Information about and encouragement for participation in college music opportunities 
was much more prevalent than about participation in community band, but was still quite 
modest with a median information and encouragement score of 4.5 on a 7-point Likert-
type scale (completely false to completely true) to the statements my high school band 
director(s) frequently made me aware of opportunities to play in college and my high 
school band director(s) strongly encouraged me to play music in college (compared to a 
median score of 1.5 to similar statements pertaining to community band). In response to 
the statement my high school band director(s) expressed a strong desire for students to 
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continue to play after graduation, participants indicated a similarly modest agreement 
(median score of four on the same 7-point scale). These results would seem to indicate 
that, although not completely absent from the experiences of most community band 
members, such information and encouragement was not provided or expressed enough to 
have been considered a priority for their directors. 
Awareness of Community Band Opportunities 
 Over a third of all study participants (35.95%) cited lack of opportunity as a 
reason for not participating in community band at some point in the past. Among these 
respondents, 28 mentioned a lack of awareness specifically. In some cases, according to 
participants, this was due to not knowing such a thing as community band existed. In 
other cases, participants claimed to be unaware of community bands operating in their 
area or were unsure how to get involved. Many factors could have contributed to this 
phenomenon (e.g., lack of information provided by band director, absent or ineffective 
marketing/communication on the part of the community band), but the fact that so many 
could be unaware of community band opportunities has implications for a variety of 
community music stakeholders. 
Needs Fulfillment, Motivational Styles, and Wellbeing 
 Findings of the present study related to the interrelatedness of participants’ 
motivational styles, their reported psychological needs fulfillment, and their perceived 
wellbeing supported findings of previous research (e.g., Patrick, Knee, Canevello, & 
Lonsbary, 2007; Ryan & Deci, 2000b; Tay & Diener, 2011; Vasser & Ryan, 1999) and 
align with SDT. In other words, people who felt they participated in community band of 
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their own free will, felt capable of everything community band asked of them, and felt 
connected with the other community band participants were more likely to have a greater 
sense of personal wellbeing. In addition, those participants reporting higher levels of 
fulfillment of the basic psychological needs for autonomy, competence, and relatedness 
reported personally valuing music more than those reporting lower levels of fulfillment 
and were more likely to feel that music was an important aspect in the lives of children.   
 
Practical Implications of Research 
  When community band stakeholders are considered, it becomes apparent that a 
number of people and organizations have a vested interest in the information obtained 
through scholarly inquiry focusing on community bands. A comprehensive, though not 
exhaustive assessment of community band stakeholders revealed six stakeholder 
categories: government, health care, practitioners, researchers, professional organizations, 
and commercial. As can be seen in Figure 22, multiple stakeholders were identified in 
each category. The importance of inquiry like that found in the present study is evident 
when one considers the diverse, eclectic nature of stakeholders and the ways in which 
community band can improve both community life and the lives of participants.   
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Figure 22. Kentucky community band stakeholders. 
Implications for Government 
Local and state governments have a vested interested in the health and wellness of 
the communities and constituents they serve. Health care costs are a concern, especially 
with an aging Baby Boomer generation in the United States (Lopez, 2016). If, as research 
suggests, musical activity has the potential to improve community health or to offer 
alternative therapeutic solutions for patients, then governmental organizations and, by 
extension, tax payers stand to benefit from investigations into adult music-making 
organizations.  
The presence of adult music-making opportunities within communities have other 
implications for governmental agencies. Tourism, for example, is an important revenue 
source for local government and business and an area that can be enhanced by or centered 
around community music-making events (Gibson & Connell, 2005). Research like the 
present study that increases awareness of community music-making, describes 
participants, and has implications for the recruitment and retention efforts of community 
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music organizations has the potential to benefit community leaders seeking to improve 
community livability and bolster tourism. 
Implications for Health Care 
 Given the health benefits of adult music participation well documented in the 
literature (e.g., Coffman, 2002c; Coffman & Adamek, 1999a; Creech, Hallam, McQueen, 
et al., 2013; Ekholm, Juel, & Bonde, 2016; Ernst, 2001; Hallam & Creech, 2016; Hallam 
et al., 2012; Lehmberg & Fung, 2010), medical and health professionals as well as elder 
care personnel have a vested interest in the success and proliferation of such 
organizations. Those seeking to improve patient and community wellness and bolster 
community activity and vitality benefit from such ensembles and, by extension, research 
like the present study that expands knowledge of such ensembles. This study could be 
seen as an entry point for investigating this population and the role adult music 
participation may play in human wellbeing. 
 Community bands require a variety of resources to operate (e.g., access to 
repertoire, musical instruments and equipment, rehearsal and performance facilities). In 
their absence or if securing them requires extensive logistics or untenable cost, it 
becomes difficult for such community groups to operate and impossible for them to 
thrive. Health care providers and insurers who are aware of reported benefits may use the 
findings of research, like the present study, to direct support to such organizations and to 
use them as sights for further investigation of reported benefits.  
Implications for Ensemble Directors 
Community bands. Although community bands provide a number of benefits to 
  
181 
the communities in which they exist, the primary function of such ensembles is to 
provide members with an opportunity to engage in informal music-making. Even though 
this function can be seen as a service provided to all who wish to participate (in most 
cases, free of charge), it cannot be said that recruitment is unnecessary. This study may 
serve, in a variety of ways, to inform the recruitment efforts of those who operate these 
ensembles. First, having a sociodemographic profile of community band participants may 
simultaneously target current recruitment resources more efficiently and reveal 
opportunities for expanding community band participation to include underrepresented 
segments of society (e.g., minorities, lower-income individuals). Creative marketing 
strategies might be developed to address the lack of awareness of community band 
opportunities conveyed by many study participants as the reason for prior lapses in 
participation. Given concerns shared by some study participants about low numbers of 
members in their community or incomplete instrumentation, current members stand to 
benefit directly from improved recruitment strategies. 
The present study revealed much about what aspects of community band 
Kentucky participants valued (e.g., organizational structure, repertoire, director, social 
opportunities, creative outlet, skill maintenance opportunity). Although participants often 
shared contradictory information about these aspects (e.g., preferred repertoire, strict or 
lenient rehearsal environments, amount of rehearsal), community band directors wishing 
to recruit and retain members would be well-served to be aware of these aspects and take 
steps to understand the perceptions and preferences of the membership. In this way, 
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community band directors might improve the community band experience for their 
members and more effectively attract and retain participants. 
Music teachers. School music advocacy in the United States has been around at 
least as early as the Boston School Music Movement in first half of the nineteenth 
century and continues to the modern era (Aróstegui, 2016; Benham, 2010; Jorgensen, 
1985, 1995, 1996; Mark, 2002a; Schmidt & Colwell, 2017). Music teachers and other 
school music stakeholders sometimes find themselves advocating for the survival of 
school music programs, for classroom resources, for equal billing with core academic 
subjects, or simply to change public perceptions about music instruction (e.g., the 
frivolity of music instruction, the appropriateness of musical training for all students). 
Jorgensen (2002) postulated possible aims of music education. The development of 
musical communities was among these. If such communities were common, would such 
advocacy be as critical? By failing to affect transition from school music-making to adult 
music-making for the majority of school musicians, can it be said that music educators 
are also failing to achieve this aim? By extension, does failing in this respect make music 
teachers complicit in the longstanding need for such advocacy?    
What impact to advocacy efforts might be realized if school music programs 
existed within communities in which there was a strong presence of adult music-making? 
It stands to reason that in such a hypothetical situation, music educators might find allies 
in their advocacy efforts and support for school music programs. The findings of the 
present study indicated that community band members valued music and found it to be 
useful and enjoyable and believed that it was important for children to have music 
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instruction in school. A more pervasive occurrence of this mindset within communities 
could have important ramifications for music advocacy efforts. Potential weaknesses 
inherent to current practice could be revealed by understanding community band 
members perceptions of their high school directors’ efforts (or lack thereof) to facilitate 
members’ transition to adult music-making. Furthermore, such an understanding might 
promote instructional and operational changes that might have myriad implications for, 
among other things, music advocacy. Perhaps teaching strategies could be developed that 
supported the fulfillment of students’ basic psychological needs – a factor that, according 
to the findings of this study, related to peoples’ perception of the value of music for 
children. How much more effective could advocacy efforts be if music teachers were not 
a solitary voice, but instead had the support of musical communities? 
Some scholars have questioned the relevance and legitimacy of the school band 
paradigm (e.g., Allsup & Benedict, 2008; Green, 2002, 2009; Mantie, 2012a). Questions 
raised concern a variety of issues (e.g., instructional practices, failure to transition 
students to adult music-making, failure to facilitate student matriculation into college or 
university music programs). Research into community bands and into adult music-
making in general has implications for school band directors as data can help to inform 
instructional and operation practices and potentially combat student attrition from music 
participation upon graduation. If such a decrease in attrition were to be realized and 
widespread and school directors were able to point to a number of exemplar adult 
ensembles, it could serve to support of the argument for school band legitimacy. Studies 
like the present investigation that reveal weaknesses in the “connective tissue” between 
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school and adult music-making have the potential to address some of the issues at the 
core of concerns over relevance and legitimacy. 
  In the present study, I asked community band members to share their thoughts on 
how their high school band experiences could have been improved and what advice they 
would give to high school directors to help them facilitate a transition to adult music-
making for their students. Responses to these prompts have potential implications for 
current directors concerned with ensuring quality, memorable experiences for their 
students and, eventually, to helping students connect with opportunities after graduation. 
The incorporation of strategies proposed by community band members (e.g., solo and 
ensemble opportunities, opportunities for private lessons, early experiences with 
community bands) could serve both to enrich the experiences of students and, in the long 
term, promote their musical activity as an adult. 
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Implications for Researchers 
Limitations 
Generalization. Given the response rate for the present study and the fact that 
there were community bands who met the inclusion criteria but could not be solicited, 
generalization to the entire population of community band members in the state of 
Kentucky is problematic. In addition, since the bands whose members are included in this 
study are all based in Kentucky, assumptions about community band members in 
ensembles operating outside of Kentucky based on the findings of this study should be 
avoided. Findings also cannot be generalized to other types of community ensembles 
(e.g., religious ensembles, choirs, orchestras, popular/folk music ensembles) because I 
chose to exclude them from the present study. Future research seeking a more 
comprehensive overview of adult music-making in Kentucky or, if desired, across the 
United States could be designed to mitigate these limitations. For example, targeting a 
broader range of adult musical organizations, working to improve recruitment and 
sampling strategies to increase the overall valid response rate, and broadening the scope 
of the study to include recruitment from a larger geographic region are all strategies that 
could yield results more generalizable to the whole of community band/music 
participants in a particular state or region.   
 Retrospection. Items prompting participants to relay information related to their 
past experiences in high school band can be problematic. For many participants, recalling 
high school band requires delving into memories several decades in the past. Certainly, 
the accuracy of these recollections could be called into question. It could be argued, 
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however, that the lasting impression high school experiences made on participants are 
what matter and what ultimately indicate the value of the experiences.  
 A potential method for future inquiry could focus specifically on recent high 
school graduates to determine the nature of their high school band experience and things 
they felt would have improved it. Data could also be gathered pertaining to their 
knowledge of opportunities for continued musical involvement and their intent to pursue 
such opportunities. Findings like these could potentially be compared to those of the 
present study to discern what differences, if any, are revealed between the perceptions of 
recent graduates compared to those of adults further removed from their high school 
experiences. Though not with obstacles to implementation, one longitudinal variation 
might be to follow up with participants 5-10 years later to see if and how their 
perceptions of high school band may have changed in the interim.  
Ensemble History and Administration 
One delimitation of the present study was that I focused on community band 
participants and aspects of the bands as they were perceived by participants. I chose not 
to collect data related to or focused specifically on the ensembles themselves (e.g., origin 
story, history of membership, past directors, ensemble that were no longer extant, budget, 
organizational structure and policies). For KMEA, state historians, and perhaps even 
ethnomusicologists interested in the Appalachian region of the U.S., an inquiry focused 
on collecting such data could certainly be of value. Current community band directors 
might also be interested in how other groups operate and receive support. Further inquiry, 
for example, could provide a wealth of information about the policies and procedures, 
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recruitment and retention strategies, performance practices, repertoire, and overall 
management of community bands in Kentucky and beyond. 
 Music education researchers. A variety of researchers could find the present 
study useful in future studies. In the area of music education, those seeking to investigate 
adult music education or attrition from music participation after graduation may be 
informed by the present study. Similarly, music education researchers may be informed if 
their inquiries incorporated aspects of human motivation and, specifically, SDT. One of 
the key implications for music educators was the minimal participation of minorities in 
community band found in this study and others. This issue is likely quite complex, but 
raises a number of important questions or researchers. The themes that arose from 
responses to the open response question about advice to high school directors with regard 
to helping students transition to adult music-making, for example, could each be 
examined and explored more fully. Each factor emerging from these themes could be 
checked for correlation with continued participation. 
 Community music researchers. Similarly, community music researchers may 
find value in this study. The demographic and musical background findings support much 
of what has been reported by other researchers (e.g., Bowen, 1995; Cavitt, 2005; King, 
2009; Mantie, 2012c) and points to a lack of sociodemographic diversity in such 
ensembles. What are the primary reasons for these underrepresented populations (e.g., 
certain minorities, those with lower household incomes) and how can community music 
organizations reach out and provide resources where needed? In what ways do minorities 
prefer to engage in community music-making, if any? Are there links between the 
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sociodemographic composition of school bands in the United States and that of 
community bands? Proactive community music researchers may realize the potential that 
exists in these underrepresented populations for expanding community music 
opportunities to serve a more diverse segment of society.  
 Sociologists. The findings of this study may also be of interest to sociologists, 
particularly those interested in cultural practices, like music, or in social justice and 
diversity. How can community music practices, like community band, or even school 
music education practices become more egalitarian? Sociologists may be interested in 
investigating the obstacles (e.g., socioeconomic, cultural, generational) that may exist 
between the current homogeneous nature of community band and moving toward 
increased diversity. In addition, those interested in the study of serious leisure and 
differences that may exist in the context of diverse leisure activities (e.g., music, sport, 
volunteerism, solitary pursuits) may be informed by the present study. 
Implications for Music Organizations 
This study has implications for other music organizations as well, particularly 
those associated with music education and community music (e.g., Kentucky Music 
Educators Association, National Association for Music Education, Community Music 
Activity Commission). For example, the present study presents an exploratory snapshot 
of community bands and band musicians in Kentucky. Organizations like KMEA could 
potentially use findings to simply document adult musical activities in the state or to 
inform policies and advocacy efforts to support such organizations. On a larger scale, 
national organizations like NAfME might use information from this and similar studies to 
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evaluate and compare aspects of community music-making across the country. 
Commercial Implications 
 The National Association of Music Merchants (NAMM) is an organization whose 
mission is to “strengthen the music products industry and promote the pleasures and 
benefits of making music” (NAMM, 2017). The organization represents a wide variety of 
stakeholders in the music manufacturing and retail industry (e.g., retail music stores, app 
developers, pawn shops, sheet music publishers, instrument manufacturers). Many of 
these stakeholders stand to benefit from research that, like the present study, bears 
similarities to market research (e.g., primary demographic data, participant preferences). 
Community band memberships comprise individuals who may not already be targeted by 
specific marketing strategies and who might in turn benefit from specialized products and 
services. Mutual benefit for commercial stakeholders and community band members 
could be realized if, for example, retail initiatives targeting community band members led 
to improved access to music goods (e.g., quality/affordable instruments, adaptive 
instruments) and services (e.g., specialized entry-level instruction for adults, repair 
services). 
Conclusion 
 In many respects, an investigation into community band is research into people at 
their very best – engaged wholeheartedly and of their own volition in an activity they 
seem to enjoy immensely. Much of the research literature on community band has 
focused on the health and wellness of older adults, on participant motivation, or on the 
creation of participant profiles. In some respects, this study has continued the work of 
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previous researchers who have explored the nature of participants, their motivations, and 
the way participants have of engaging with music.  
Self-determination theory has provided, however, a unique lens through which to 
explore participant motivations and to investigate the ways that these motivational styles 
are related to the subjective vitality of participants as well as their perceptions of the 
value of music both in their own lives and in the lives of others. Similarly, the serious 
leisure perspective has provided a sociological foundation for the exploration of 
participants’ musical activity. This research has expanded on our understanding of 
community band members and has taken an initial step toward exploring the gap that 
exists between school and adult music-making. Opportunities for further research exist to 
explore this gap more extensively and to investigate reasons for the underrepresented 
populations identified in this study and others. 
A primary purpose of this research has been to understand community band 
members beyond cursory sociodemographic information so this important population of 
people can be better understood and their value to formalized music education can be 
realized more fully. By acquiring this understanding, and acknowledging the systemic 
interconnectedness between school music and community music (along with a host of 
other stakeholders), music educators might find not only allies in their music advocacy 
efforts, but mutually beneficial partnerships.    
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